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CHARLES GOUNOD. 


CHARLES FRANCOIS GOUNOD, born June 17, 1818, at 
Paris, died there October 19, 1893, was incontestably one 
of the most important of French composers, and received 
his first musical stimulus from his mother, who was an 
accomplished pianist. From 1836-38 he studied, at the 
Conservatoire, counterpoint under Halévy and composi- 
tion under Paér and Lesueur. In 1837 he won the 
second, in 1839, the first state prize (the Grand Prix de 
Rome), for his cantata Fernand ; and during his residence 
of three years in Rome, he studied the style of Palestrina. 
In 1841 he produced a mass & 3, with orchestra, at the 
church of San Luigi dei Francesi, and in 1842, at Vienna, 
a requiem ; after his return to Paris, he undertook the 
post of organist and maitre de chapelle of the Missions 
Etrangéres, attended lectures on theology, was guest in 
the Séminaire, and was on the point of taking holy orders. 
However, about this time a change came over him in his 
musical efforts. In Germany he had learnt to know 
the works of Schumann, and now drew closer to them, 
also to those of Berlioz; he found his poetical gifts 
mightily stirred by both, and turned from the church to 
the stage. Nevertheless, it was a sacred work which first 
drew the attention of the world to him; in a concert of 
Hullah’s at London (January, 1851), fragments of his 
Messe Solennelle were produced, to which the critics 
unanimously ascribed high importance. In the same 
year Gounod made his dédu¢t at the Grand Opéra as an 
opera composer with Sapho, but, through imperfect 
knowledge of stage technique, met with small success 
(the work even as revised, in 1884, was a failure), both 
with this and with his next opera, La nonne sanglante 
(1854). He also failed to make an impression with his 
antique choruses to Ponsard’s U/ysse,; but, in spite of the 
poor results, he felt his powers strengthened, and re- 
cognised more and more his vocation as a dramatic com- 
poser. Meanwhile, 1852, he had been appointed director 
of the Orphéon, the great union of the Paris Male Choral 
societies and schools ,of singing, which office he held for 
eight years. He wrote forthe Orphéonistes two masses 
and various part-songs, and made an essay in instru- 
mental music with two symphonies ; but his chief activity 


Médecin malgré lui, produced at the Opéra Comique 
(1858), given in England as Zhe Mock Doctor, and also 
performed by the pupils of the Royal College of Music in 
1890—showed that at the Opéra Comique he was not in 
his. right element. At last, in 1859, he made a decided 
hit with Faust (Théatre Lyrique, March 19). Here he 
was in his element. The fantastic and the purely lyrical 
were admirably expressed by him. That Gounod’s /aus?, 
so despised by the Germans, is not a caricature of Goethe’s 
Faust, is clear from the fact—which is worth more than 
many arguments—that Wagner did not set it to music ; 
the latter, in fact, pays him a compliment in giving a re- 
miniscence of the church-going scene for the address of 
Walter to Evchen in the Meistersinger. The Kermesse 
and the Garden-scene form two pictures of the first 
rank. Gounod’s style is very sympathetic to the Ger- 
mans, for it is really more German than French, and 
often reminds one of Weber or Wagner. But it is not 
quite a pure style, and sometimes falls into the senti- 
mental or the chanson type. Faust has remained 
Gounod’s master-work ; it has carried his name through 
all countries of Europe, and was the first French opera 
which at Paris made its way from another stage to that 
of the Grand Opéra. The works which followed did not 
come up to the high expectations excited by Faust; 
Philémon et Baucis (Grand Opéra, 1860 ; London, 1890) ; 
La Reine de Saba (also there, 1862 ; in English version 
as /rene, in London); Méret/le (Theatre Lyrique, 1864) ; 
La Colombe (Opéra Comique, 1866 ; before, at Baden- 
Baden ; in London as Pet Dove). His Roméo et Juliette 
was, again, a fortunate draw (Théatre Lyrique, 1867)—in 
France it is placed above Faust, in Germany not far 
below. Again Gounod was in complete sympathy with 
the subject. In structure he approaches nearer to 
Wagner, lays special stress on the music in the orchestra, 
and makes continual use of dissonances by suspension. 
After that, he produced other operas of less value—-Cing- 
Mars (Opéra Comique, 1877),and Polyeucte (Grand Opéra, 
1878) ; he also wrote entr’actes to Legouvé’s Les deur 
Reines, and Barbier’s Jeannz d’'Arc. His last opera— 
Le Tribut de Zamora (1881)-—did, likewise, not fulfil the 
hopes which it had excited. The war of 1870 drove Gounod 
from Paris. He went to London, and founded there a 





was concentrated on opera. His next a'ttempt—Le 
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mixed choral un‘on (Gounod’s Choir), with which he 
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arranged large concerts, and in 1871, for the opening of 
the Exhibition, produced his elegiac cantata, Ga//ia (words 
from the Lamentations of Jeremiah, a pendent, in fact, to 
Brahms’s 7riumphited). In 1875 he returned to Paris. 
Of his works are still to be named :—two masses, Angeli 
Custodes and Messe Solennelle Ste.-Cécile (1882), Messe a 
Jeanne a’Arc (1887), a fourth Messe (1888), and a Te 
Deum, “Les Sept Paroles de Jésus,” a “ Pater Noster,” 
* Ave Verum,” and “O Salutaris,” a Te Deum, “ Jésus sur 
le lac de Tibériade,” “‘ Stabat Mater” with orchestra, the 
oratorios Zobie, The Redemption (Birmingham, 1882), 
and Mors et Vita (Birmingham, 1885), symphony, “ La 
Reine des Apdtres,” “Marche Romaine,” “Chant de 
bataille Arragonais” (1882), “Marche Funébre d’une 
Marionette.” Cantatas: A la Fronticre (1870, Grand 
Opéra), and Le Vin des Gaulois et la Danse de lépée, 
many smaller vocal works, French and English songs, 
the widely-known “ Méditation” on Bach’s first Prelude 
from the Well-tempered Clavier (for soprano solo, violin, 
pianoforte, and harmonium), pianoforte pieces for two 
and four hands, and a “ Méthode de cor & pistons.” 
Gounod was a member of the Institut de France and 
commandeur de la légion @’honneur. 

To the above notice from Dr. Hugo Riemann’s Dic- 
tionary, some details respecting Gounod’s most popular, 
and perhaps greatest work, are now added. 

Long and laborious were the preparations for the pro- 
duction of /aust; the rehearsals lasted no less than six 
months. The opera was found too long; a trio between 
Faust, Siebel, aad Wagner was cut out of the second 
act, while a duet between Marguerite and Valentine in 
the third, a romance for Siebel in the fourth, and a 
part of the “Prison” duet in the last act met with a 
similar fate. The church scene gave offence to the 
censorship, and was saved only by the intervention of 
the once apostoligue, Monseigneur de Ségur, an old 
fellow pupil of Gounod’s. Then well-meaning friends ex- 
pressed their opinions : the Garden scene alarmed them, 
the Church scene was too long, the death of Valentine 
too lugubrious, etc. Four years later friends (szc) were 
assailing Berlioz in a similar manner during the rehearsals 
of Les Troyens & Carthage, and the author in his Memoirs 
tells us that the criticisms were enough to drive him mad. 
Gounod, however, was able patiently to listen to these 
discouraging predictions without being discouraged: 
faith in his work outweighed the fears of friends. Danger 
seemed to threaten the opera up to the very moment of 
production. The first performance had been announced 
for the 24th of February, 1859, but Guardi, who sang the 
title-vd/e, suddenly lost the use of his voice, and post- 
ponement was inevitable. Gounod, in despair, thought 
of creating the part himself, but at length a tenor, Barbot, 
was found, and the work was given on the 19th of March. 

Among modern operas Gounod’s Faust and Bizet’s 
Carmen have achieved a brilliant and, apparently, lasting 
success. And yet at their déu¢ they were received with- 
out enthusiasm. / «aust, indeed, recalls Berlioz’s work cf 
the same name, which at first attracted no attention, but 
now enjoys wonderful popularity. By the way, Berlioz 
wrote a notice of Gounod’s opera in the Journal des 
Debats, and spoke of it in terms of the highest praise. 
He has a curious little criticism of Marguerite’s spinning- 
wheel song in the third act. ‘Why, he asks, that whirring 
noise to imitate the sound made by the wheel? And 
he adds :—“ Schubert may perhaps be excused, in a song 
not intended for the theatre, for having wished to convey 
the idea of a spinning-wheel not visible. But in the 
opera it is seen. Marguerite is actually spinning ; the 
imitation is not, therefore, in any way necessary.” 

Ten years after its production at the Théitre- Lyrique, 





Faust was given at the Grand-Opéra (March 3, 1869), 
with Mlle. Nilson as Marguerite,* Colin as Faust, and 
Faure as Méphistophélés ; then, of course, the spoken 
dialogue was suppressed. The “ Brocken” ballet was a 
special feature of this new birth of the opera. 

, On the 4th of November, 1887, the 50oth performance 
of Faust at the Grand Opéra was one of marked bril- 
liancy. At the conductor's desk was no less distin- 
guished a person than the composer himself, and the 
Faust was M. Jean de Reske, now factle princeps both in 
that vd/e and in that of Romeo, two of Gounod’s greatest 
creations in lyric drama. Faust was first heard in 
England in 1863. 








Dr. H. RIEMANN’S EDITION OF BACH’S 
“WOHLTEMPERIRTES CLAVIER” (48 PRE- 


LUDES AND FUGUES). 
BY EBENEZER PROUT. 


IN the number of the MONTHLY MUSICAL RECORD for 
last May, I reviewed Dr. Riemann’s Analysis of Bach’s 
“Wohltemperirtes Clavier,” which forms one of his 
series of musical catechisms. Those who have read my 
notice of that work will be aware that it interested me 
greatly ; it was, therefore, with much pleasure that I 
acceded to a request from ‘the publishers of this journal 
to write a review for these columns of Dr. Riemann’s 
edition of the immortal work itself. 

The first impression produced by a careful examination 
of this edition is that of astonishment at the amount of 
labour that Dr. Riemann has bestowed upon it. He has 
entitled it “ Phrasierungsausgabe”; and I believe I am 
strictly correct when I say that not only every bar, but 
nearly every single note, has been phrased throughout the 
whole work. How much this involves will be best under- 
stood if my readers will take one of the shorter and simpler 
fugues—e.g., No. 2 in C minor—and copy into another 
edition all Dr. Riemann’s indications—slurs, dots, etc. 
When, in addition to this merely mechanical task, we 
think of the mental tax involved in elaborating a con- 
sistent and logical system, which shall be equally ap- 
plicable to the whole work, to preludes and fugues alike, 
it is impossible to refuse a tribute of admiration to the 
industry displayed by the editor, 

Dr. Riemann’s whole system of phrasing is founded 
upon the recognition of the true nature of the motive, 
that is to say, the connexion of every accented note with 
the preceding unaccented note or notes, and not with the 
following, except in the case of the feminine ending. 
With this view, as many of my readers will be aware, I 
am most thoroughly in accord. I do not, however, go so 
far as Dr. Riemann in thinking it needful to indicate the 
commencement of a new motive by separating the stems 
of semiquavers or demisemiquavers which belong to the 
same time-subdivision. By doing this the music becomes 
sometimes really difficult to read—needlessly so, I can- 
not help thinking. For example, in the 41st Prelude, 
bars 63, 64, appear in Dr. Riemann’s edition in the 
following shape— 
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This notation unquestionably shows the division of the 
music into its motives; but inasmuch as in playing no 
break has to be made between the different motives 
which form part of the same phrase, I think the increased 
difficulty in reading outweighs the advantages of the 
system. I should have preferred that Dr. Riemann had 


retained the “Lesezeichen” (==) which he has 


used in other places. The left-hand part of bar 63 would 
then have been written 








which would, I cannot help thinking, have been quite as 
intelligible, and far less distracting to the player. This, I 
should add, is only a matter of personal opinion, and in 
no way detracts from the soundness of the system itself. 
There are many places in the work in which the sub- 
divisions are a real assistance to the player—as, for 
instance, in the Prelude in C minor (No, 26). Dr. 
Riemann is strictly consistent, and I think he some- 
times carries out his consistency at the cost of con- 
venience. 

The edition is most carefully, and, on the whole, ex- 
cellently fingered. Dr. Riemann does not follow Kroll in 
writing all the notes to be played by the right hand on 
the upper staff, and those for the left on the lower; but 
the hand to be employed is plainly indicated in all cases 
of doubt. There are advantages in both methods. 
Kroll’s is unquestionably the easier to play from; but 
with Dr. Riemann’s (which is also that of the Bach 
Society’s edition), the progression of the separate voices 
can be more readily followed. In one instance, however, 
I venture to doubt the judiciousness of Dr. Riemann’s 
division of the music between the hands. In two pas- 
sages of the fugue in A minor (No. 20 of the second 
book), viz, at bars 7 and 14, the editor prescribes a 
crossing of the hands, which renders the passage rather 
difficult to play. This is obviously done to avoid the 
dividing of the countersubject between the two hands ; 
but I cannot help thinking that the fingering given both 
by Czerny and Kroll is preferable; it is certainly 
decidedly easier. 

The present edition and the author’s analysis of it, 
which I reviewed last May, are, it might almost be said, 
the necessary complement the one of the other ; but it 
will be as well to warn intending students that they will 
at times find considerable discrepancies between the two. 
I am far from blaming Dr. Riemann for this. My own 
impression, formed from the study of both, is that the 
analysis has been written since the edition was pub- 
lished, and that it contains Dr. Riemann’s second 
thoughts as to the rhythmic divisions of some of the 
periods and phrases. *if my surmise is correct, it would 
be well in future editions to bring the text into conformity 
with the commentary. To illustrate my meaning, I give 
the commencement of the fugue, No. 8 of the first book, 
in both versions. 
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Of the different lengths of the bars (some containing 
four beats and others two), I will speak directly ; what | 
wish now to point out is, that in the first of the two 
examples, that of the text, the subject of the fugue is 
given as a complete sentence, with elision of the first and 
fifth (unaccented) bars, while in the analysis it is re- 
garded as a four-bar phrase with an elision of the first 
bar and a twofold repetition of the cadence. Practically, 
I think it makes very little difference in which way we 
explain it ; I only point it out now, that students may be 
prepared to meet with similar discrepancies in using the 
books. 

With the alteration in the position of the bar-lines to 
bé constantly met with in this edition, and of which an 
example is seen in the passage just quoted, let me say 
emphatically that I entirely disagree. I hold that no 
editor has any right to alter the text of the great com- 
posers ; though I fully admit that he is perfectly justified 
in adding marks of phrasing, etc., because it is well 
known that it was formerly the custom to leave such 
matters to the performer. But the changing of the bar- 
lines is a different matter altogether, and, moreover, 
one that appears to me here to be entirely unnecessary. 
There is no doubt that in this fugue, as in many others 
(e.g., No. 1 of the first book), the bars are compound, 
each containing two accents. In such cases, nothing 
would have been easier than to insert dotted bars before 
the third beat of each bar, still retaining Bach’s text. 
But in the present edition many of Bach’s bar-lines dis- 
appear entirely. This arises from Dr. Riemann’s deter- 
mination to reduce all the fugues to the four- and eight- 
bar measure—a thing which I am forced to believe is 
impracticable. I wish I could arrive at some other 
conclusion ; for it would be an immense advantage 
to be able to apply one uniform system of measure- 
ment to all compositions ; but I cannot bring myself 
to do so, for reasons which I will now proceed to 
give. 

I fully admit the broad general principle that the four- 
and eight-bar construction is the very foundation of 
musical rhythm, the fourth bar marking the end of a 
phrase, and the eighth bar that of a sentence. It is also 
perfectly well known to all who have studied the subject 
that it is only in the smaller forms that this construction 
is uniformly carried out, and that in larger- works modifi- 
cations by extension and contraction are continually to 
be met with. The object of the cadences which mark 
the position of the fourth and eighth bars is to furnish 
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points of repose, in exactly the same way as is done by 
the cadences at the ends of the verses in poetry. But, 
as I have said in speaking of this subject in my recently 
published book on Musical Form (§ 278), “ the peculiarity 
of fugue (and, I might have added, of the polyphonic 
style in general) is its continuity. Properly speaking, it 
has no points of repose, for though cadential formulz are 
frequently employed, the last note of a cadence is always 
the point for a new departure. Hence, as, in conse- 
quence of the continuity of the music just spoken of, the 
want of repose is not felt, so neither can any ill-effect be 
produced by the absence of regularity in the position of 
the cadences. The ear accepts.bar-accent as a substi- 
tute for cadence.” 

I do not for a moment dispute the Jossibility of re- 
ducing all Bach’s fugues to the normal rhythm. Dr. 
Riemann, by the expenditure of an enormous amount of 
ingenuity, has proved in the present work that it can be 
done. But I very seriously doubt whether it is worth 
doing at all, considering what it involves. To show 
what I mean, I will take the fugue in B flat minor, No. 
22 of the first book. Bach, it will be remembered, writes 
it in alla breve time—two minims in the bar. Dr. Rie- 
mann, in order to show the position of the strong accents, 


writes the first four bars in 4 time ; at the filth bar he 
changes the time-signature to 3; at the sixth to 3; at 
the ninth to ?; at the tenth to 4; at the twelfth to 3; at 


the fifteenth to *; and so on, all through the piece. 


the course of the fugue there are no fewer than sixteen 
changes of the time-signature. And even such drastic 
measures do not suffice to satisfy the requirements of 
the normal rhythm. Dr. Riemann has also to assume 
more than a dozen elisions and insertions of bars, in 
order to stretch this unfortunate fugue upon his Pro- 
crustean bed of four and eight bars. And this in a piece 
only two pages in length! Could anything show more 
clearly how utterly the system breaks down when applied 
to polyphonic music? 

l admit that I have selected an extreme case for my 
illustration. I have intentionally done so, because it 
appears to me to be the reductio ad absurdum of the 
four and eight bar theory as applied to fugues. Surely 
Bach must have known whether his piece was in triple 
or common time ; and we can hardly imagine his writing 
a fugue which was partly in the one and partly in the 
other. But the difficulties against which Dr. Riemann 
has to contend show themselves throughout the whole 
work. In order to carry out his views, he is compelled 
to alter Bach’s time-signatures, either for the whole or a 
part of the piece, in five preludes and nine fugues ; while 
the position of the bar-lines is changed in thirty-one pre- 
ludes and thirty-two fugues. In at least one case the 
result is, to my mind, disastrous. Many of my readers 
will remember the fine effect in the A flat fugue (No. 17) 
of the second book, which Bach obtains at the 37th 
bar, by introducing the theme in the bass fer arsin et 
thesin—letting it enter one crotchet later than usual. 
Dr. Riemann has utterly destroyed the effect by barring 
the passage thus— 
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Here the editor begins with a bar of six crotchets, 
followed by one of three. This is done, no doubt, to 
bring the succeeding cadences into their usual positions 
in the bar. The sign (8=) indicates the conversion of 
an eighth (accented) into a fifth (unaccented) bar. But 
Bach knew as well as anybody the proper place for the 
cadence; and it seems perfectly clear that he here zn- 
tended to reverse the usual position of the accents. This 
effect is entirely lost by Dr. Riemann’s alteration of the 
bar-lines. 

I further find it difficult sometimes to follow the 
editor’s method, even in simpler passages. Let me give 
one example to illustrate this. One of the fundamental 
principles which Dr. Riemann inculcates is, that the 
fourth, and even more strongly the eighth bar, mark the 
conclusion of phrases and sentences. But in the second 
oo of the first book, Dr. Riemann begins as 
ollows— 











Here the third bar contains the chord of the dominant 
ninth over a tonic pedal, resolved in the following bar on 
the tonic chord. Surely, on Dr. Riemann’s own system 
the latter chord shows the end of the phrase, or period. 
Yet the third bar, containing the discord, on which a 
sentence cannot possibly end, is marked as (8), a final 


bar. Similarly the 13th and 17th bars, both containing 
discords resolved in the next bar, are marked as (8). 1 
have puzzled for a long while over this, to try to find any 
possible explanation, but in vain. No light is thrown on 
the matter in the “ Analysis.” The bars are there marked 
in the same way, but without any comment. 

A somewhat similar example is furnished by the fol- 
lowing Prelude (No. 3, in C sharp major). Dr. Riemann 
writes this in § time instead of 3, to show the position of 
the accented bars, and his sentences contain, therefore, 
sixteen of Bach’s bars instead of eight. But, unless my 
musical feeling is altogether at fault, he marks the close 
of the first phrase in the wrong place. Here is the 
passage as it stands in his edition. 
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To my mind it is perfectly clear that the phrase ends 
in the last bar I have quoted. I think it is quite unne- 
cessary to put the passage into § time at ali. I would 
read it thus—I give only the right-hand part— 
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The phrase evidently begins with the elision of an un- 
accented bar. Owing to the rapid /empo, with only one 
accent in, the bar, the sentence consists of sixteen bars, 
just as Dr. Riemann has marked it, and the bar that I 
have here marked (8) only shows the end of the first 
phrase. But that the construction of the phrase is 
what I have just given appears to me to be conclusively 
proved, first by the fact that there is a much more 
decided cadence at the eighth bar than at the sixth; and 
secondly by the immediately succeeding repetitions of 
the phrase in three other keys--G sharp major, D sharp 
minor, and A sharp minor. I am quite at a loss to un- 
derstand why Dr. Riemann considers the phrase to end 
on E in the bass, nor dces he give any explanation in 
his “Analysis.” He merely refers to the “long feminine 
endings,” which I cannot help thinking are a purely 
gratuitous assumption. 

I have only quoted a few representative passages ; but, 
regarded from the rhythmical point of view, the whole 
edition is full of similar problems. It is with very great 
regret that I find myself compelled to differ with Dr. 
Riemann on this point, for 1 feel myself under such deep 
obligations to him, and I have learned from the study of 
his books so much that has been of use to me in writing 
my own, that it seems almost an ungracious act on my 
part to attack, as I really feel compelled to do, an im- 
portant point in his theory. But I am sure that, when 
he reads this article, he will feel that it is written in no 
hostile spirit to him. Both he and myself are alike 
anxious to get at the truth, though at present we hold 
divergent views as to what the truth may really be. I 
shall be only too happy to be convinced of the soundness 
of his views ; and if 1 can only see that he is right and I 
am wrong (of which I fully admit the possibility), I will 
at once acknowledge it with the utmost frankness. 

After all, what a comfort it is to think that one can 
appreciate and enjoy these glorious works without 
troubling one’s self at all as to whether they are in eight- 
bar rhythm or not! “The question seems to me in this 
connection to occupy a very subordinate place; and I 
have devoted so much space to its discussion less be- 
cause of its importance in relation to the “ Wohltem- 
perirtes Clavier” than because of its bearing on Dr. 





Riemann’s theories, in which I am deeply interested. 
Dr. Riemann has rendered immense services to musi- 
cians by his discoveries with regard to the laws of 
rhythm, and especially of the true nature and functions 
of the motive ; but I cannot help suspecting that, as has 
been the case with many other discoverers of important 
truths, his enthusiasm has led him to endeavour to apply 
his theories in cases where from the very nature of things 
they are inapplicable. 

With the reservations I have made, I consider the 
present edition to be most valuable, as it unquestionably 
is most interesting, I should hardly recommend it to 
those who are beginning the study of this incomparable 
work, partly because of the difficulties of notation which 
I spoke of above, and partly from the confusion likely to 
be caused to the student from the irregular position of 
the bar-lines. But to those who are already acquainted 
with the work, Dr. Riemann’s edition will be most in- 
teresting, as throwing much light on its thematic struc- 
ture. I have myself played through the whole of 
the preludes and fugues from this copy, not only with 
pleasure but with profit; and I feel no doubt that my 
experience will also be that of others who may procure 
the edition. ' 





THE ORGAN WORKS OF J. S. BACH. 
EDITED BY W. T. BEsT. 
(Continued from p. 220.) 
VOLUME IX.” (Continued. 
No. 3, Prelude in A minor :— 
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This forms the’ thirteenth number of Vol. IV. of the 
Peters Edition, and also the thirteenth of Vol. XXXVIII. 
of the Bach-Gesellschaft. Dr. Kriepenkerl had but two 
manuscripts from which to prepare his edition, originally 
belonging to Krebs and Hauser. In addition to these 
Carl Ernst Naumann was able to collate MSS. in the 
town library of Leipzig, and those in the Royal Library, 
Berlin, besides profiting by the labour of his pre- 
decessor. He gives a list of twenty variations in the 
copies, but only those found in the editions to which this 
scrutiny is limited can here be noticed. The prelude in 
A minor belongs to the Weimar period. It is one of 
three that head the list. “The characteristic of [the 
second] is calm, clear sobriety,” says Spitta; “it is 
entirely built on the thematic material of a single bar, 
the separate sections of which go through all the parts 
with ingenious changes of position, and with great variety 
of harmonies.” The doubled pedal part—towards the 
close—is “ especially fine.” Our examination of the three 
texts will discover but few discrepancies. The chord in 
bar 1 of the second line, p. 624, has in the top stave 
three notes: in Peters there is a fourth, ¢, but not in the 
B.-G. Page 626, |. 2, b. 1, Best, is as (2), and Peters, 
p. 69, 1. 2, b. 9, as (4) -— 
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The B.-G. and Best agree; but on p. 627, 1. 2, b. 8, the 
second voice entering with 3, e, Best agrees with Peters, 
in the B.-G. the second voice coming in a bar later. 
This is one of the differences or errors Naumann inserts 
in his table in the preface. In the next bar there begins 
a difference in the pedal part, that in Best being as (a), 
in Peters and the B.-G. as (6) :— 

















Ex. 164. 
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In the previous bar the “figure” is started in all three 
editions, and it will be found in sequence on the first page 
of the prelude, as will the variant farther on in the middle 
part. There is a further difference in the pedal part of 
the last four bars on p. 627, Best, which reads as (a) ; the 
corresponding passage being in Peters and the B.-G. 
as (6) :— 

Ex. 165. 
(a) 
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Other readings are given in the preface of the B.-G. 
volume, but either of the above may be authoritative, 
the different readings being the choice of the editors. 
Analogy is in favour of (a), whilst the highest part in 
these four measures forms a passage in canon with (6). 
It will be observed in the sequential passage, bars 3 to 5, 
page 629, that each chord in. quavers at the end of the 
bar has five notes, including the pedal. In Peters, the 
last chord has only four notes, the 4, middle part, being 
omitted. The last “auxiliary” note in the cadenza, f 
sharp, is resolved on a, doubling the pedal part in unison, 
but in the other editions it simply vanishes into space. 
This is a matter appealing to the eye, and it certainly is 
better to satisfy it. 

No. 4, Fantasia in G major :— 











Ex. 166 
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This appears in the Peters Supplementary Volume 
(IX.), as No. 6, and is No.9 in the B.-G. vol. (XXXVIII.). 
Roitzsch edited it from an old copy, found among the 


effects of Dr. Griepenkerl ; and the editor of the B.-G. |. 


vol. had only one other copy with which to compare 
it. This was an old manuscript in the Voss-Buch 
(now in the library at Berlin), belonging to the organist 
Westphal. Reference to the Countess von Voss has 
been made more than once. She was, so far as I can 
ascertain, the Countess Sophie Marie, Mistress of the 
Household to Queen Louisa of Prussia. She was a good 
musician, and not without merit as a composer (born 
1729 ; died 1814). There were three organists named 
Westphal, but the one most likely to have possessed the 
Voss-Buch was Court Organist at Mecklenburg. He was 
a passionate admirer of Emanuel Bach, and made a 
collection of his works, of which he formed a thematic 
catalogue. After his death—in 1835—his fine library was 
acquired by F. J. Fétis. To return to the Fantasia, which, 





it may be stated, is termed a Concerto in the Peters 
Edition. We have to turn to Spitta for what historical | 
information may be obtained regarding it. He gives it a 
very early date—the Arnstadt period (1703-4), and | 


furnishes an interesting analysis (English Ed., Vol. I., 
p. 320). From this we can only quote the remark, “ The 
treatment of the subject is free, in the antiquated style.” 
There are numerous slight divergences in the texts of the 
editions under notice, although the copies upon which 
they are based are so few. The term Concerto was 
applied to the work presumably owing to the short adagio 
which separates thé two quick movements. There is no 
indication of ¢empo attached to the first movement in 
Peters or the B.-G., but Mr. Best prefixes the words Con 
spirito, which sufficieritly express its character. In Peters 
the work is printed in two staves, and the first deviation 
will be found in the tenth bar, and that only owing to 
vagueness in notation. The pedal should come in with 
the second quaver, but looks as though it entered with 
the first. The next three cases are of a like kind. In 
Best, the first bar, top part, p. 631; p. 632, 1. 3, b. 2 and 
3, middle and top stave, the subject uniformly enters on 
the second quaver (as in the extract above), either of the 
first or last half of the bar. In the first of the three 
instances the B.-G. agrees with Best; in the others, with 
Peters. In bar 3, l. 2, p. 633, the c, second beat, top part, 
is queried natural, although marked sharp in the text, and 
so in the B.-G.; but in Peters no sign is given. Page 
634, 1. 3, b. 1, middle stave, a crotchet, a, is inserted, 
concluding the passage in thirds. The note is omitted in 
Peters and the B.-G. The fifth and sixth groups, p. 635, 
1, 3, b. I, are, in Best, as (a), and in Peters, as (4) :— 


» = = 
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In this Best follows the B.-G. The reading, (a), is a 
compromise between the two MSS. In the adagio, the 
differences begin in the fourth bar, last beat, and the third 
beat in the next bar, the reading, in Best and the B.-G., 
being as (a), and in Peters, as (4) :— 








Five bars later, from the second beat, top stave, the 
or Best and the B.-G. is as (a), and in Peters, 
as ‘ 
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In the next bar the arrangement of the staves shows 
the progression of the parts, which meet in unison on the 
last quaver. In Peters, this is not so clearly set forth, 
and in the top there is an extra note, 4, and the parts do 
not cross at all. What appears to be a mistake is found 
in the next bar, in Peters, an extra note, a, appearing in 
the second voice on the third beat, making Bach commit 
the academic solecism of writing the suspended ninth and 
its resolution at the same time. There is a further 
different reading two bars later, Best (p. 636, 1. 3, b. 3) 
and the B.-G. being as (a), and Peters as (4) :— 


(4) 
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In the last bar but one of this adagzo, the second g, top 
part, is marked natural in Peters, whilst in the others it is 
sharp, and the sharp is omitted to the first g in the last 
bar. The first point of difference in the a//egro will be 
found in Best, p. 637, 1. 2, b. 5, the last cin the group of 
semiquavers, middle stave, being marked sharp, and so 
in the B.-G. In Peters it is natural. In the last bar but 
one of the same page, the last note of the middle part is a 
crotchet, ¢, in Peters, c. In the next bar the ¢ in the 
ascending scale passage is queried sharp, but not noticed 
in Peters. Page 638, |. 2, b. 1, the notes of the top part 
are a dotted minim, a, and a crotchet, g; in Peters both 
are minims. In bar 1 of the next page, middle, third 
beat, the note is g, in Peters, d, a fifth above. The former 
preserves the “figure.” A double stem, semiquaver, 1s 
affixed to the last note but one, top part, of the penulti- 
mate bar to provide a proper “tie” to the following d. 
In Peters there is only the slur. In all these Best agrees 
with the B.-G. STEPHEN S. STRATTON. 


(To be continued.) 








THE PIANOFORTE TEACHER: 
A Collection of Articles intended for Educational Purposes, 
CONSISTING OF 
ADVICE AS TO THE SELECTION OF CLASSICAL AND MODERN 


PIECES WITH REGARD TO DIFFICULTY, AND SUGGESTIONS 
AS TO THEIR PERFORMANCE. 


By E. PAUER, 

Principal Professor of Pianoforte at the Royal College of Music, &c. 
(Continued from page 222.) 
STEP 4. 

Loeschhorn, A. Rhythmical Problems, Studies, Op. 197. 
Books I. and II. The experienced composer gives here 
ample material for earnest study ; indeed, there is scarcely 
a rhythmical intricacy which is not presented in these 
volumes. No. 4 in the first, and Nos. 5 and 6 in the 
second book will be found the most complicated. 

Nicodé, J. L. “Deux Etudes,” Op. 12 (C sharp minor 
and C minor). Nicodé’s Etudes possess the great merit 
that they present an entirely new and original technical 
material, with which are combined charming melody and 
noble, distinguished harmony. No.1 of these splendid 
studies is also called “ Elfin Dance.” It requires great 
accuracy in repeating the notes, the time must be quick, 
the left hand accurate and precise. No. 2 in C minor, a 
kind of scHerzo, has been enriched with suggestions 
(Varianten) by Liszt, a proof that it is well worthy of 
attention. 

Kalkbrenner, Fr. Twelve Studies, Op. 143. These 
studies are selected from a collection of 25 études de 
style et de perfectionnement. They are exceedingly well 
written and very useful ; although not quite as extended 
as those by Moscheles, Op 70, they still contain a great 
number of very useful points. 

Schytte L. “ Passant les Steppes” (G minor). An 
undoubtedly original and ingenious piece, which, how- 
ever, requires quick hands and thorugh correctness of 
performance, in order to avoid confusion. It is well 
worth practising with attention and perseverance. 


DUETS FOR FOUR HANDS. 
é: ySIRR a. 
Reinecke, Cari. 6 Sonatinas (the right-hand part 
within the compass of five fingers), Op. 127 A. 
No. 1 (C) Very bright. 
No. 2 (G) Charming and entertaining. 


No. 3 (F) In a pastoral character. 

No. 4 (A) Highly to be recommended. : 

No. 5 (G min.) The first movement a little 
serious, the finale exceedingly bright. 

No. 6. Exceedingly nice. 


Guriitt, Cornelius. “Grateful tasks.” 26 original 
pieces in all the major and minor keys, the melodies 
constructed upon five notes, Op. 102. 


Book I. (1 to 11) These pieces might be taken 
already in Step 1, but young performers 
using them in Step 2 will do greater justice 
to them, being better able to play them in 
the proper time. 

Book II. (12 to 17) Nos. 12 (“Tarantella”) and 15 
(March) will most likely be the favourites. 

Book III. (18 to 26) Each of the pieces possesses 
interest, and will be found very useful. 


Gurlitt, Cornelius. 18 short pieces. (The ‘secondo 
within the compass of five notes.) In these pieces (each 
having a title) the pupil has to play the bass part, which 
is very practical in so far as the young student becomes 
better acquainted with the bass clef. 

Reinecke, Carl. Musical Kindergarten. 


Book I. My first pieces. Several of them could be 
taken in Step 1. There are 21 numbers, of 
which every piece is headed with a title—very 
appropriate and emulating; added to them 
are little rhymes, such as above No 11. 


“When the little fingers sing, 
Clear the melody will ring.” 


Everything is here done to make the task a pleasant 
one; indeed, a “philanthropic” principle is observed 
throughout. 


Book II. Favourite Melodies. Nos. 1 to 23. The 
melodies are mostly taken from operas (Ger- 
man, French, and Italian), and No. 23 is an 
original Comic Opera without words, after the 
example of Hiller. (See Step 3.) 

Book III. “My First Songs.” Nos. 1to15. This 
book is intended for a regular little family 
party, for to the piano part is added the part 
for the singer ; thus more than one child may 
be amused. 


It is indeed a capital idea to give interest to several 
children at the same time ; and an ample proof that the 
composer has full sympathy with the young folks. 


Book IV. Folk Songs and Dances. Parti. A 
most comprehensive collection of national 
songs; 10 belonging to Germany, 8 to Austria, 
2 to Switzerland, 10 to Russia, 2 to Roumania, 
1 each to Servia, Bulgaria, and Montenegro, 
2to Turkey, and 1 to Greece. 


The plan to make children early acquainted with 
the characteristics of the different national music is an 
excellent one, and cannot be too highly recommended. 


Book V. Part 2. In this book England is repre- 
sented by 4 numbers—Scotland and Ireland 
each by 2, France and Italy each by 4, Belgium 
by 1, Spain by 6, Portugal by 2, Holland 
by 1, Denmark by 3, Sweden by 9 (Nos. 
75 and 76 belonging to Norway), and America 
by 4. No. 80, “Home, Sweet Home,” 
belongs by rights to England. 

It has to be observed that each division repres*nts 





also the national dances, 
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; STEP 3. 

Gurlitt, Cornelius. “Jagd” Overture, Op. 191 (D 
major).- A very bright, jovial, and amusing duet. 

Gurlitt, Cornelius. ‘“Commedietta,” Overture; Op. 
137 (E flat), Very lively; most appropriate to be per- 
formed by. youthful performers before a play acted by 
their friends. 

Gounod, Charles. “ Danse des Bacchantes” (G minor). 
Highly characteristic, original, and amusing. Rhyth- 
mical precision and accuracy must be observed: most 
particularly. 

Haydn, Joseph. Symphonies (1 to 12), arranged by 
Max Pauer. These practical, proportionately easy and 
well-sounding arrangements deserve to be unhesitatingly 
recommended. The figures fall, soto say, under the hand : 
a proof that the arranger is intimately acquainted with 
the resources and nature of the instrument. Of the 
beauties Haydn gives us in his immortal symphonies—a 
oe mine of melody and charm—nothing need be 
said. 

Moszkowski, Moritz. Germany. This beautiful melody 
belongs as No. 2 to the well-known collection “ From 
foreign parts,” a collection which has in a short time 
gained the approval of the whole of musical Europe. 

D’Ourville, Léon, “Chant des Chasseurs” (c). A 
bright and spirited movement. 

Hiller, Ferdinand. ‘“Huntsmen’s Chorus.” This 
most excellently composed piece, so full of fire, animation, 
and spirit, belongs to the valued composer’s “ Operetta 
without words,” a work that ought to be found in every 
library. 

Reinecke, Carl. Serious and gay. Studies and Dances, 
Op. 145. The plan of this collection is : Firstly, a technical 
exercise, which has to be repeated about twenty to thirty 
times ; secondly, a study of moderate length ; and thirdly, 
a piece for which the material (melodious and har- 
monious) of the study is used. Thus Book I. contains six 
studies which are followed by a Landler Mazurka, Un- 
garisch, Gavotte and Musette, Fandango and Tarantelle. 
Book IJ. contains also six studies, which are supple- 
mented by a Minuet, Polonaise, Walzer, Polka, Gigue, 
and Pavane. No one has reason to complain that the 
composer does not try to combine the useful with the 
agreeable. 

(70 Le continued.) 








NORTH STAFFORDSHIRE MUSICAL FESTIVAL. 


THE third triennial musical festival of the Potteries district 
was held in the Victoria Hall, Hanley, on Thursday and Friday, 
October 19th and 20th. The festival was only established in 
1888, and accounts of that meeting and of the second festival, in 
1890, have been given in THE MusIcAL REcoRD. This year’s 
festival was limited to three performances, only one of which 
took place in the morning, it being found difficult to secure 
audiences, excepting for the evenings, in these busy districts. 
There were no novelties presented this year, the programme ot 
the Thursday evening concert consisting of the Aazst of Berlioz ; 
that of Friday morning being devoted to Henry Smart’s 
dramatic cantata, Zhe Bride of Dunkerron, Beethoven’s Sym- 
phony in c minor, and Mackenzie’s Violin Suite, ‘‘ Pibroch,” 
whilst the festival closed with Mendelssohn’s Z/‘jah in the 
evening. Concerning the works themselves nothing need here 
be said. In Faust Miss Esther Palliser made her festival @ébz/, and 
achieved a great success, her Margaret being distinguished alike 
by artistic vocalisation and truthful expression. Mr. Henry 
Piercy and Mr. Watkin Mills did excellently as Faust and 
Mephistopheles, whilst Mr. William Evans, a baritone from 
Birmingham, sang Brander’s song in good style. In Smart's 
cantata Miss Palliser was equally successful, charming the 
audience with the beauty of her singing. Mr. Lloyd was great 


in his part, and Mr. Ffrancon Davies, another festival @ébutant, 
created a highly favourable impression. Mr. Watkin Mills 
repeated former successes in the title-part of Elijah, and Miss 
Medora Henson and Miss Clara Butt, both new to festival 
audiences, ably filled their positions. Mr. Edward Lloyd was 
unapproachable in the tenor music. But the special distinction 
of the festival lay in the chorus. Good as was the chorus of 
1890, it was surpassed by that of 1893. The soprano voices, 
lacking something of the ring of the Yorkshire singers, are 
bright, and the quality of tone can only be described as beau- 
tiful ; the tenors are of the genuine stamp, smooth yet brilliant 
in quality, without the slightest tinge of harshness; the con- 
traltos and basses are rich and full in tone, the latter as fine a 
body of singers as could anywhere be found. Their singing 
was very fine ; attack firm, and expression dramatic or tender, 
as occasion warranted. Every detail was intelligently mastered, 
and, although there were occasional faults, the work as a whole 
was done in a manner difficult to surpass. If the festival endures, 
and the quality of the chorus can be maintained, it will stand 
side by side with the greatest institutions of its kind. Sir 
Arthur Sullivan and Dr. Hubert Parry attended the perform- 
ances as guests of the President, his Grace the Duke of 
Sutherland, and both were loud in their praises o: the chorus. 
A performance, perfect of its class, was that of Faning’s part- 
song, ‘ Moonlight,” given under the direction of Mr. F. 
Mountford, chorus-master. A pleasing incident of the festival 
was the appearance of Sir Arthur Sullivan on the platform, who 
conducted while Mr. Ffrancon Davies sang the Templar’s 
soliloquy from /vanhoe. This interchange of courtesies was 
very gratifying to the audience, and the more appreciated 
inasmuch as the festival conductor, Dr. Swinnerton Heap, was 
Sir Arthur's immediate successor in the Mendelssohn Scholar- 
ship. Mr. Willy Hess, the leader of the orchestra, gave a 
fine display of violin-playing in the ‘‘ Pibroch,” and was 
recalled with acclamation. The band, as before, was formed 
of members of Sir Charles Hallé’s orchestra, with a large 
contingent from Birmingham, so that the festival was distinctly 
and properly local as to its material. Dr. Heap again distin- 
guished himself as conductor ; and, as this time the festival was 
well supported, all concerned in carrying out the arrangements 
may be congratulated on an unqualified success. 








THE AMALGAMATED MUSICIANS’ UNION. 
A PERSONAL EXPLANATION. 


IN reply to an article which I wrote in the July number 
of this paper, the Union has issued a manifesto, written 
and signed by their Hon. Secretary, Mr. Joseph B. 
Williams. With a fairness which is greatly to their 
credit, they have printed my article and their reply in 
parallel columns. It is, therefore, perfectly easy for 
readers to judge for themselves how far my arguments 
have been met. On that point I am quite willing to 
leave the verdict to any unprejudiced man of ordinary 
intelligence and common sense ; and I should have taken 
no notice of the reply had it not been for one statement 
which I cannot allow to go unchallenged. 

In my article I wrote that “before giving any answer 
(z.e., to the invitation to become a patron) I read the 
circular very carefully.” On this, Mr. Williams remarks :— 

At the request of a member I wrote a letter to Mr. Prout asking 
him to becomea patron of the Union. I posted it to London on the 
‘Thursday evening, and received a criticism from him on the Friday 
night. I leave it to my readers to judge whether he could have read 
it very carefully in the time.” 


A few simple facts will show that the above statement 
is absolutely incorrect. If Mr. Williams posted his letter 
to me on Thursday evening, it would reach me by the 
first post on Friday morning. Now on Friday mornings 
I always leave home immediately after breakfast, as I 
have to be at the Royal Academy by ten o’clock. It 





would be quite impossible for me to find time to write 
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a letter before leaving. I never return home on Friday 
early enough to save the country post. I believe I 
answered Mr. Williams’s letter on the same evening ; 
but by referring to the Postal Guide to see the times of 
the delivery of London letters in Manchester, I find that 
it is absolutely impossible that he could have received 
a reply from me before midday on Saturday. If Mr. 
Williams received my answer on the Friday night, as he 
says, he must have written to me on Wednesday, not 
Thursday. In his anxiety to prove that I arrived ata 
hasty decision, he has misrepresented facts. 

I will only add that the circular to which I referred was 
a small leaflet of three pages, which would certainly not 
take more than ten minutes to “read very carefully.” 
Having read it, it did not take me ove minute to decide 
what to answer. The question “ What will you do if, in 
time to come, Unionists refuse to play at an engagement 
with you?” settled the matter in my mind instantly in the 
negative. The criticism I sent to Mr. Williams was 
directed to this point. He wrote back to me that if 
compulsion were necessary, as it was for the benefit of 
the profession, he believed I would admit that the end 
justified the means. I replied that I declined to admit 
any such doctrine, and that I was supported by the 
authority of St. Paul, who, after speaking of those who 
say “ Let us do evil that good may come,” adds “ whose 
damnation is just.” EBENEZER PROUT. 








LETTER FROM LEIPZIG. 


THE latest operatic novelty here is Smetana’s Awss, which in 
point of musical interest is above the average of most recent 
productions. Smetana, I may state for the benefit of those of my 
readers who are not az fait with modern musical biography, was 
a Bohemian by birth, and in his own country so absurdly 
overrated as to be styled the ‘‘ Bohemian Beethoven,” a title he 
has about as much right to as Van Vondel to be called 
the ‘* Dutch” or Maeterluick the *‘ Belgian Shakespeare.” 
Smetana died insane about nine years ago. It is a curious but 
indisputable fact that nations which have never produced a 
really great genius in any of the arts are the last to admit such 
an unpleasant truth, however patent to the rest of the world. 
“ All their geese are swans,’’ to use an old saying. It may, 
however, be admitted without cavil that Smetana was an 
excellent musician, for there are many fine ideas and charming 
passages in the Awss. The libretto, unfortunately, has no such 
characteristics; it is tedious in the extreme. Some of the 
music, too, is decidedly heavy, and the Bohemian nationality of 
the composer is obtruded upon us with unpleasant persistency. 
The opera had a mixed reception, in spite of the fact that full 
justice was done to it by all the executants. The numbers most 
applauded were a song entrusted to Fraulein Kernie, and a duet 
in the second act. Smetana was not infected by the Wagnerian 
notion that self-contained movements are out of place in 
opera. Some of his numbers are very nicely rounded off ; and, 
for that reason, well adapted for concert use. 

I must now speak of the two violin recitals given by Herr 
Concertmeister Halir, of Weimar, at the Old Gewandhaus, on 
the 5th and 12th October. Three concertos were included in the 
programme of each recital. Inthe first, Beethoven, Brahms, and 
Paganini were the composers drawn upon; and, in the second, 
Lalo, Spohr, and Tschaikowsky. Programmes of this sort have 
a certain educational value, but are apt to induce a sense of 
monotony in the hearers. Though I have heard the Beethoven 
concerto better played by Joachim, and those by Brahms and 
Taginini more beautifully rendered by Brodsky and Hilf 
respectively, I can state without reserve that Herr Halir is an 
accomplished violinist His technical and intellectual attain- 
ments are truly remarkable, and entitle him to a very high 
position among contemporary players. 

A concert in aid of the local Children’s Hospital took place 
on the 9th of October, in the splendid new room of the Hotel 
de Pologne, which was used for the first time on this occasion. 





The funds of the charity must have substantially benefited by 
the concert, for the room was quite sold out. Herr Capellmeister 
Reinecke and Herr Julius Klengel opened the concert with 
Reinecke’s Sonata Op. 42, for pianoforte and 'cello. Herr 
Perron followed with several lieder, not too well selected, but 
admirably sung, and for that reason heartily applauded. Frau 
Baumann and Fraulein Osborne made a great hit with two 
charming duets by Dr. Reinecke—‘‘ Abendlied,” and “ Rose, 
wann bliihst du auf,” from his Op. 217. Both these ladies 
were afterwards heard in songs by Brahms, Schumann, 
Moszkowski, and others. Herr Capellmeister Reinecke con- 
tributed three pianoforte solos—a minuet by Mozart, ‘‘ Litany” 
by Schubert-Liszt, and Schumann’s ‘* Am Springbrunnen,” a 
most judicious selection, which afforded the audience genuine 

leasure. Herr Klengel’s exquisite ’cello-playing was displayed 
in an “air” by Bach, an ‘‘air de ballet” by Massenet, and a 
‘* Tarantella’ by Piatti. ‘The last two pieces are somewhat of 
the ad captandum order of art, and their choice can only be 
excused on the ground that there are so few good solo pieces for 
violoncello by modern composers. Schubert, Spohr, Schumann, 
and Mendelssohn almost ignored the instrument. 

We shall shortly be celebrating the hundred and fiftieth 
anniversary of the Gewandhaus concerts, a jubilee deserving of 
marked recognition. We are promised some specially interest- 
ing concerts in this connection, of which I will duly notify you 
in my next communication. 

Herr Professor Dr. Reinecke is about to celebrate the fiftieth 
anniversary of his connection with the Gewandhaus. On 
Thursday, the 16th November, 1843, Dr. Reinecke first played 
there, and it is a curious fact that after a lapse of half a century, 
the 16th November again falls upon a Thursday. Congratulations 
are sure to flow in upon the veteran composer and teacher, for he 
has pupils in every quarter of the globe ; and Leipzigers may be 
trusted to celebrate such an event in a special and befitting 
manner. 








OUR MUSIC PAGES. 


WE give this month one of the four characteristic pieces 
in Canon, written by Mr. Charles Wood, to which we 
have referred elsewhere. The one we have chosen is 
in F major, and our readers can see for themselves how 
perfect is the Canon throughout, and in what a natural, 
easy style the composer has written. It is a good 
example of the other three. 








Rebiews of Hew Music and Hew 
Gvditions, 


Double Counterpoint and Canon. By EBENEZER PROUT, 


B.A. (Edition No. 9,184.) Second Edition. 

Fugal Analysis. BY EBENEZER PROUT, B.A. (Edition 
No. 9,186.) Second Edition. 

Musical Form. By EBENEZER PRouT, B.A. (Edition 
No. 9,187.) Second Edition. 


(London: Augener & Co.) 


No better proof could be afforded—were any required—- 
of the real need which existed amongst musical students 
and others for good, reliable, and consistent theoretical 
text-books, than the phenomenal rapidity which has 
attended the sale of the first edition of the three volumes 
mentioned above. ‘‘ Musical Form” made its first 
appearance only two months ago, “ Fugal Analysis” 
preceded it by little more than a twelvemonth, and 
“Double Counterpoint” has only been in the hands of 
the public for something like two years. Manifestly, a 
great want has been supplied, for these books are being 
widely used and fully appreciated by the several classes 
of readers whose requirements the author has done his 
best to meet, Music must indeed be studied in this 
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country to a considerable extent, when the first edition of 
an abstruse treatise on Form (amounting to 1,500 copies) 
can be exhausted in a space of time the brevity of which 
might be envied by a popular novelist or a much-admired 
writer of “shilling shockers.” Sir John Stainer thinks 
that “our real want in England at this moment is not 
professional performers or even composers, but z¢el/igent 
hearers.* The higher musical education of our English 
concert audiences promises to be uz fait accompli at no 
distant date, as we witness Mr. Prout’s admirable series 
of treatises quickly and surely making their way amongst 
the various sections of our musical community. At any 
rate, the ultimate result of all this dissemination of learn- 
ing can only be as Sir John predicts—viz., that “ a general 
knowledge and acquirement of art amongst the many 
percipients must inevitably raise the standard of excel- 
lence amongst the few producers.” We have often before 
had occasion in these columns to point out that Mr. 
Prout’s books are intended quite as much—perhaps 
more—for. listeners and performers than for composers 
only ; it’ must, therefore, be a source of gratification to 
both author and publishers to observe how thoroughly 
their efforts are being recognised and accepted by the 
music-loving public. No system of teaching how to 
analyze and how to compose music could be safer, or 
more sound and true in all its details, than the method 
which is consistently and unswervingly followed in every 
page of every volume of this series, viz., that which is 
founded upon the undoubted general practice of the 
Great Masters. Such a method of conveying instruction 
must, in course of time, entirely supersede the antiquated 
maxims and rules which were hoary with age and mouldy 
for want of use a century ago, and which still live (or die 
hardly) in some quarters even now. May they eventually 
and finally rest in péace ! 

Several important improvements have been made in 
the second editions of the three books before us. In 
“ Double Counterpoint” the headings of the right-hand 
pages have been altered to correspond with the subjects 
treated in the chapters; this alteration will greatly 
facilitate reference, and save much time for busy readers, 
The same capital idea might well have been carried out 
in “Fugal Analysis” even as it was in the first edition 
of “ Musical Form.” Doubtless, however, a third edition 
is not very far off, and then this important feature of 
uniformity may be more generally adopted in the series. 
All three books appear to have received a most thorough 
revision at the author’s hands ; several slight typographical 
errors which existed in the first editions have now been 
set right. In § 58 of Form there is the valuable addition 
made to the definition of J/otives that they “ correspond 
exactly to the /ee¢ in poetry”; and, again, in § 66 of 
the same volume the author improves his original text 
very much to the same purpose by substituting the ex- 
pression musical /ee¢ for musical words. We can only 
wish these second editions as speedy an exhaustion as 
that which befell their predecessors ; for such treatises 
cannot fail to raise the standard of musical culture 
wherever they go. _In very few libraries will Mr. Prout’s 
books gather dust upon the shelves ! 


Studies and Pieces contained in the Syllabus of the 
Associated Board of the Royal Academy of Music 
and the Royal College of Music. B.—Local Ex- 
aminations : Lower Division (Edition. No. 6,134¢,; 
net, Is.). Higher Division (Edition No. 6,135c,; net, 
1s.). London: Augener & Co. 

THE two volumes for the local school examinations in 

music, higher and lower divisions, each contain ten 





* ‘ Music in its Relation to the Intellect and the Emotions” (p. 57). 





numbers—viz., the two studies and two pieces in each of 
the three lists, excepting two numbers in each division, 
which can be had only in a separate form. The volumes 
are brought out with the same care as were those for the 
local centre examinations reviewed last month, and we 
need only say that both are exceptionally good collec- 
tions of useful teaching music, which will, doubtless, 
command a ready sale long after the examinations are 
over. —_—— 


Twenty-five short Original Pieces for the Pianoforte. 
London: Augener & Co. 

WE have here a set of pieces selected from the very 
easiest compositions of Reinecke, Gurlitt, E. Krause, 
A. Loeschhorn, and others, so tuneful and pretty, and 
withal instructive, that they must prove a perfect boon 
in the Kindergarten or elementary school, where teachers 
are interested in awakening the love of music in the 
minds of the youngest beginners. We are often asked 
to recommend music of this class, and have hitherto been 
obliged to name sets in which often only a few pieces are 
suitable ; this collection, published in twenty-five separate 
sheets, at the uniform price of Is. each, relieves us of 
this trouble, as all are good, and comprise a charm- 
ing variety (copiously fingered) with such titles as 
“Idyll”; “Evening Song” ; “ A Sad Moment”; “ Bal- 
lad”; “Prayer” ; “ Valse Noble” ; “The Mill”; “ The 
Little Postillion” ; “ Hunting Song,” etc. etc., which at 
once engage the attention of little players. 


Dorfmusik (Rustic Scenes). 18 charakteristische Sticke 
Siir das Pianoforte, Op. 56. VON RICHARD KLEIN- 
MICHEL. London: Augener & Co. 
THE second instalment of this set of short, easy pieces 
brings us No. 4. Fahrende Sanger (Wandering Minstrels). 
5. Jagergruss (Hunter’s Greeting). 6. Beim Zitherspiel 
(Cither-playing). 7. In der Kunstreiterbude (At the Circus). 
Die Post kommt (The Post is coming). 9. Feier- 
abend (Evening Rest). 10. Erntefest-Reigen (Harvest 
Festival Dance). On perusal we find all are good, 
although we have a decided preference for No. 10, and 
next to that, Nos. 5,6,and 7. No. 8, “ Die Post kommt,” 
will be found too difficult of execution by the young 
people for whom these pieces are most serviceable, other- 
wise it would be effective enough. No. Io is in valse 
rhythm, and is remarkably bright and cheerful. 


Trois Chansons de Stanislas Montuszko, transcrites pour 


piano. Par SIGISMOND NosSKOwSKI. (Edition No. 

6,281; net, 1s.) London: Augener & Co. 
THESE pieces are transcriptions of three songs by 
Stanislas Moniuszko, entitled “L’abricot; L’oiselet de 
passage ; et les dons.” The natural grace and quaint 
simplicity of these songs appear to advantage in the 
setting for piano by Noskowski, and we heartily recom- 
mend them as something out of the common, calling only 
for a sympathetic player and an appreciative listener. 
Sonatine en sol majeur pour piano. Par ALFRED 

LAUBACH. London: Augener & Co. 
THE Sonatina consists of three movements, viz., Allegro, 
Andante, and Allegro. It is written throughout, as the 
title implies, with due regard to the capabilities of young 
performers ; and, being modelled on perfectly orthodox 
lines, will be found very useful for teaching purposes. 
The first movement is written in a vein of cheerful 
melody ; the second, “‘ Abends im Walde,” is a beautiful 
little tone-picture, and the last, “ Jagdstiick,” is noticeable 
for an agreeable change from the everlasting & measure 
to a skilful use of % time to illustrate the hunters’ gallop. 
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Charles Wood's ‘4 Characteristic Pieces in Canon” 
Op. 6, N° 8. 
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We congratulate the composer on the production of a 
very meritorious little work. 


Four Characteristic Pieces in Canon, for the Pianoforte. 
By CHARLES Woop. Op.6. London: Augener 
& Co. 
THESE four Canons (all of which are in the octave) are 
most cleverly constructed, and are undoubtedly the work 
of a musician of no little culture. As we give one of 
them in extenso in “ Our Music Pages” this month, there 
is no need to refer to them here in detail, but we are sure 
our readers will thank us for drawing their special atten- 
tion to this publication. 


Nine Variations on the Air “ Guanto Bello,” for Piano- 
forte. By L. VAN BEETHOVEN. London: Augener 
& Co. 
THE value of this composition as an educational piece of 
the highest order has long been recognized alike by 
examiners and teachers, The melodious theme lends 
itself well to this form of composition, and the nine 
variations are particularly flowing and agreeable to the 
ear. The present edition has been carefully phrased and 
a fingering added to enhance its value as an easy teach- 
ing piece. 
Favourite Pieces. Arranged and fingered in a familiar 
style for the Pianoforte by WILLIAM SMALLWOOD. 
London : Augener & Co. 
THE four pieces before us are “La Cascade de Rubis,’ 
by Sydney Smith; “ Gondolina,” and “ Happy Thoughts,” 
by Edouard Dorn; and Roeckel’s “Air du Dauphin.” 
They are certainly arranged and fingered in a familiar 
style, but we may be pardoned for suggesting that the 
familiar style is not always the best. For instance, we 
are quite against the left-hand “ thrumming,” conspicuous 
throughout three of these numbers, and we find ourselves 
frequently at variance with the fingering indicated. 








Die Lori vom Berge. Tonbild fiir das Pianoforte. VON 
FRITZ KIRCHNER. Op. 484. London: Augener 
& Co. 
THIS is a small, easy, and effective morceau de salon, 
written in quite an unpretentious style, which, no doubt, 
many young people will be glad to possess. It is full of 
agreeable melody, and is carefully fingered. 
Intermezzo pour piano. Par AMINA GOODWIN. Paris: 
Enoch Fréres & Costallat. 
THIS little piece of four pages is written in the spirit of 
the modern French composers of salon music. The 
melody is extremely simple, but is sufficiently attractive 
to please any listener. The Arpeggi and wide chords in 
the accompaniment add greatly to its effect, and, indeed, 
taken as a whole, it is a very creditable piece of writing 
and deserves praise. 


Symphonies. By JOSEPH HAyDN. Arranged for piano- 
forte duet by MAX PAUER. No. 12 ink flat. (Edition 
No. 8,554 ; net, 1s.) London: Augener & Co. 
THIs month brings us No. 9 of the original Salomon set, 
and No. 12 of the present edition—the conclusion, we 
take it, of the task that Mr. Max Pauer set himself to 
accomplish just a twelvemonth ago. With the Editor’s 
intimate knowledge of orchestral music, and his experience 
in the work of transcription, we predicted a success for 
this undertaking which those of our readers who have 
studied the work will know has been fully earned. 
Perhaps Mr Pauer may see his way to enhance the value 
of similar works in the future by indicating the chief 
points of the orchestration. Where all is of such 





excellence, our suggestion may sound almost hypercritical, 

but we nevertheless make it for what it is worth, 

Morceaux pour piano, Par ANTON STRELEZKI. 
55. Valse Francaise. 


No. 
56. Notturno en Si bémol 
majeur. 57. Capriccio en Sol Majeur. London: 
Augener & Co. 
THIS writer’s compositions are so often after the same 
style that there is little to say in addition to our former 
remarks. We have here a Valse Frangaise consisting, 
as usual, of two sections, both extremely melodious 
though of a light character; the same may be said of 
the Notturno, The Capriccio is a little more worked 
out, though largely made up of repetition. The three 
pieces are of an attractive nature, and pleasing no doubt 
to many. 
Classische Violin Musik beriihmter Meister des 17ten und 
18ten Jahrhunderts, nach den Originalwerken bear- 
beitet und mit Vortragszeichen versehen. Heft 29. 
Purcell, Sonata, B minor (Edition, No. 7429 ; net, Is.). 
Heft 30. Purcell, Sonata, A minor (Edition No. 
7,430; net, Is.). Both for two violins, piano and 
violoncello ad 74. London: Augener & Co. 
WE welcome with pleasure the appearance of this 
excellent edition of the sonatas by this great English 
composer, who was born in 1658 and died 1695, nearly 
200 years ago. Henry Purcell is best known as the com- 
poser of church music (“Te Deum” and “ Jubilate,” etc.), 
and, as far as we know, these sonatas appear for the first 
time in this form, and. have therefore not had a fair chance 
of becoming standard works, as they deserve tobe. They 
will now no doubt take among the other favourite classical 
compositions of the seventeenth century a place on the 
music-shelf of the musical amateur, for use rather than 
preservation. Those who wish to be possessed of repre- 
sentative compositions of the old school should purchase 
the entire series, so ably edited and arranged by Gustav 
Jensen, which, with four exceptions, are published at 1s. 
each. 
Vocalises avec accompagnement de piano. Par J. CON- 
CONE. Op. 12. Pour soprano ou mezzo-soprano. 
(Edition No. 6,792@; net, 1s.) Pour alto ou con- 
tralto. (Edition No. 6,792; net, 1s.) London: 
Augener & Co. ° 
IT is unnecessary at this late period to eulogise the world- 
famed vocalises of Concone, which are to-day regarded as 
standard works for the cultivation of the voice, and with 
justice too, for they combine beautiful ideas, exactly suited 
to the purpose, with excellent technical material. They 
have easy pianoforte accompaniments which are neither 
thin nor heavy, but just sufficient to support the singer 
and make his practice enjoyable, showing the writer to 
be a thoroughly practical musician. The work before us 
(Op. 12 ; 15 vocalises) is now to be had in two octavo 
editions—one for soprano or mezzo-soprano, the other for 
alto or contralto—both published in Augener’s Cheap 
Edition. 
Quartet for Two Violins, Viola and Violoncello. By 
IGNAZ LACHNER, Op. 104. (Edition No. 7,217 ; net, 
2s. 6d.) London: Augener & Co. 
ONE listening for the first time to this quartet, might at 
once credit Haydn with its authorship, and wonder 
whether it could possibly be an hitherto unpublished 
work of his, so successfully has the old master’s style been 
imitated. On turning to the title-page we observe that it 
is “dem Andenken Joseph Haydn’s gewidmet,” and 
forms Op. 104 by this composer, whose well-known trios 
for piano, violin, and viola, as well as many other of his 
compositions, are already established favourites amongst 











us. The quartet under notice is easier than the majority 
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of Haydn’s, therefore supplying a most entertaining work 
for many who wish to commence the practice of string 
quartets, a class of composition more trying than any 
other to young players. Especially deserving of notice 
are the two middle movements, Andante grave, and 
Allegro vivace, the latter movement introducing in a 
most humorous manner a strain of a very popular air, 
intended no doubt as an adoption of Haydn’s own keen 
appreciation of humour, so frequently met with in his 
symphonies. We sincerely hope to receive more works 
of this kind from the pen of the same clever writer. 


Twelve Operatic Choruses, arranged for female voices, 
with pianoforte accompaniment by H. HEALE. 
“ Let’s be Merry.” Two-part chorus from Weber’s 
Oberon. (Edition No. 4,148; net, 4d.) London: 
Augener & Co. 
THIS series closes as it began, with a chorus from Weber’s 
Oberon, adapted for two soprano voices with quite a 
happy result. The music is particularly tuneful, and 
where, in one or two places, it may be found too florid for 
ordinary purposes, an alternative is provided which keeps 
as closely as possible to the original. In the absence of 
a national opera, one must welcome all such attempts as 
this to open what is practically a sealed book to so many 
English folk. —_——_ 
Six Songs. By EMIL KREUZ. Op. 27. (Edition No. 
8,882 ; net, 1s.) London: Augener and Co, 
THE titles of these songs are, respectively: (1) “O, 
Remember the Time,” (2) “ Here’s the Bower,” (3) “O, 
soon return,” (4) “ Could’st thou look as dear,” (5) “A 
Finland Love Song,” (6) “ Love thee, dearest, love thee.” 
The first song (the song of the Castilian Maid) has a 
quaint accompaniment with a strong Spanish accent 
about it. The second we noticed last month. Nos. 3 
and 4 seem to us to suffer somewhat by over-elaboration 
of detail. No. 5 has a straightforward melody with a 
cleverly worked-out accompaniment, and No. 6 (which 
with No. 1 takes our fancy most) is both melodious and 
graceful. The composer always has something to say to 
the educated musician, but the majority of his songs are 
a long way above the average singer and listener. He is 
no doubt (rightly) anxious to educate the popular taste, 
but we may perhaps suggest to him that he could do this 
so much better if his song work were a little simpler. 





Old English Melodies, arranged for three female voices. 
By A. Morrat. Books I. and II. (Edition Nos. 
4,292 and 4,293; each, net, ts.) London: Augener 
& Co, 

WE can give this work unstinted commendation. The 

Editor has unearthed English music of 200 years ago, 

which comes with all the freshness of novelty. Each 

book contains six numbers, written for soprano, mezzo- 
soprano, and contralto, the parts being carefully disposed 
to suit the compass of the different voices. In the first 
book we are especially pleased with “The Swallow and 
the Willow,” “ The Sweet Rosie Morning,” “Gentle 

Murmurs,” and the minuet “Spring, bright and fair,” 

and we can say the same of “ Robin Hood” and “ The 

Castabella ” in the second book. 


A Gondola Song. Words by CHARLES D. STEELE. 
Music by C. VANDEN Dyck. London: Augener & 
Co. 

A REMARKABLY agreeable setting, in the usual] § measure, 

of some well-written words, which is sure to take the 

popular fancy. It is at present published in the key of 

E flat with a compass C—F, but it will no doubt appear 

before long in other keys, to suit different voices, 





“On a faded Violet”; “O, Gentle Sleep.” Songs by 
HAMISH MACCUNN. London: Augener & Co. 
THESE songs claim our attention particularly on account 
of their skilful harmonization, which is distinctly of the 
German school. The last chord on page 1 of “On a 
faded Violet” jars on our sensitive ears, but with this 
single exception the song pleases us exceedingly. “O, 
Gentle Sleep,” words by Temes MacCunn, is effective on 
every point. The melody flows evenly to a rippling 
accompaniment, which is kept up.to the end, Both are 
for a medium voice, and are well worthy of admiration. 

We trust they will meet with hearty appreciation. 








@peras and Concerts, 


—— 
SAVOY THEATRE. 

THE production of a new opera by Messrs. Gilbert and Sullivan, 
on the 7th of October, attracted an immense audience to the 
Savoy Theatre, andthe author and composer had a most 
enthusiastic welcome. Such cheering as that which greeted Sir 
Arthur Sullivan when he stepped into the orchestra to conduct 
the opera we can scarcely remember. It was a most spontaneous 
tribute to a native composer. The new opera, called U/opia, 
Limited ; or, Flowers of Progress, is written in Mr. Gilbert’s 
happiest vein, and his ‘‘ Topsy-turveydom ” theories are once 
more introduced in the most amusing fashion. As most readers 
are by this time well acquainted with the libretto, we need only 
refer to the principal idea, which is that of a savage monarch, 
ruler of an island in the South Pacific, having an idea of adopt- 
ing the manners and customs of this country. This is brought 
about by his daughter, the Princess Zara, who, after being 
educated at Girton, takes back to her native land representatives 
of British institutions, who make a complete change in King 
Paramount’s kingdom. To the libretto, which is very witty and 
satirical, Sir Arthur Sullivan has set charming music. There is 
no overture, but a prelude founded on a gavotte, which occurs in 
the Drawing-Room scene, where visitors are presented to the king. 
Mr. Rutland Barrington, who played the dusky monarch with 
much drollery, has some grotesque songs, and a very funny con- 
certed movement is that in which a Council of State is conducted 
after the pattern of a ‘Christy Minstrel” performance. Some 
very pretty feminine choruses are heard in the opera, and some 
lively ‘‘ patter songs ’’ in the composer’s best style. One of these 
is the song of a ‘‘ Company Promoter,” who reveals the system 
of starting Limited Liability Companies in some satirical verses. 
The heroine was Miss McIntosh, who was very graceful and 
attractive, but wanted greater volume of tone. She sang, 
however, in a pleasing manner, and the composer had given a 
charmirg vein of sentiment to a love duet, in which Miss 
McIntosh was associated with Mr. Kenningham, who has a 
laughable ditty, in which a popular tenor is supposed always to 
break down on particular notes. It was very droll and clever. 
Some of the processional music in the Drawing-Room scene was 
also excellent, and the blending of admirable musical ideas with 
a dash of the grotesque recalled the style of Offenbach. But in 
many instances the composer has written music of a thoroughly 
artistic kind, which will be appreciated by those who examine 
the score. The reception of the opera was so flattering that it 
will probably run for a year or two. 


PRINCESS’S THEATRE. 
AN odd experiment was made on the occasion of the reopening 
of this theatre, on Monday, October 16th, by Mr. John 
Hollingshead, formerly of the Gaiety Theatre. ‘This was the 
transformation of the old melodrama, 7he Green Bushes, into an 
opera. The piece was written by Mr. Buckstone, and produced 
as far back as 1845, but it does not appear well fitted for operatic 
purposes. After the fashion of the old English ballad operas, a 
song, aduet, a concerted movement, are introduced hap-hazard. 
Sometimes they suit the scene, character, or incident, but as often 
as not they fail to do so, and one has the feeling that an operatic 
libretto should be especially adapted for musical purposes, or 
it is a failure, There is something crude in the story of Zhe 
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Green Bushes, and if there was an idea that it would make 
another Lily of Killarney, there must have been some disappoint- 
ment. Mr. Hadyn Parry has done fairly well in the music, 
which is of the familiar ballad style for the most part. Miss 
Violet Cameron, Miss Jessie Bond, Miss Clara Jecks, Mr. 
Courtice Pounds, and Mr. Richard Temple represented the 
respective characters. Mr. Hollingshead proposes to revive 
Handel’s Rinaldo and Dr. Arne’s Artaxerxes. They will be 
musical curiosities for modern opera-goers. 


LYRIC THEATRE. 
Little Christopher Columbus at this theatre only calls for 
notice owing to some clever music composed for the piece by 
Mr. Ivan Caryll, who had scarcely justice done to his musical 
ideas, owing to their being mixed up with music-hall tunes and 
negro minstrel melodies. In fact, the taste for music-hall enter- 
tainments almost eclipsed the really musical claims of the piece, 
which is mainly what is now popularly known as a “ variety 


show.’ 





PRINCE OF WALES’S THEATRE. 

A Gaiety Girl, produced at this theatre on Saturday, October 
14th, had a sensational introduction to the public owing to the 
licence having been refused, but alterations were made and 4 
Gately Girl had considerable success, in which the music had 
a full share. This is by Mr. Sidney Jones, and it is not with- 
out merit of an unpretentious kind. The composer has a fluent 
vein of melody, and some of the songs were very successful. 
Mr. Hayden Coffin, Miss Lottie Venne, and other popular 
performers were very successful in the music. 


CRYSTAL PALACE CONCERTS. 

ON Saturday, 14th October, the thirty-eighth season of Crys‘al 
Palace Concerts commenced as usual. Mr. Manns, true to his 
principles, gave in the concert some examples of works by native 
composers. Among these must be mentioned the overture to 
Macbeth, which Sir Arthur Sullivan wrote on the occasion of 
the revival of that play at the Lyceum Theatre. It is one of the 
best examples of the composer’s dramatic music, and should be 
more frequently heard. Another work by an English musician 
deserves cordial praise. This was a ballad for the orchestra 
suggested by a poem of Uhland called “ Durand.’’ The com- 
poser is Mr, Godfrey Pringle, formerly a student at the Royal 
College of Music. The ballad might rather be termed a 
symphonic poem, and in the performance it could be clearly seen 
that Mr. Pringle has a strong feeling for orchestral colouring. 
His themes are not very characteristic, but they are well intro- 
duced, and the instrumentation is effective, and, considered as the 
work of a student, it is full of promise. Mr. Pringle was called 
to the orchestra at the conclusion and warmly applauded. We 
cannot be complimentary respecting the arrangement of a portion 
of the love duet in the second Act of Wagner’s 7ris‘an. The 
solo parts are given to the cornet and trombone, which instru- 
ments we grant were well played ; but remembering how bitterly 
the composer himself railed at these ‘‘ arrangements,” which 
may be more properly called dis-arrangements, we must con- 
demn the experiment made by Herr Arthur Seidel, which was 
well-intentioned but a mistake notwithstanding. M. Slivinski 
played with power and brilliancy the excellent concerto for the 
pianoforte in'G minor, Op. 22, by M. Saint-Saéns, a work in 
which the composer has often distinguished himself. Miss Esther 
Palliser sang an air from Pagliacci and M. Henschel’s ‘‘ Spring 
Song.” Beethoven's No. 4 Symphony in B flat worthily con- 
cluded the concert. On Saturday, 21st, as a tribute to the 
memory of M. Gounod, his ‘‘ Marche Religieuse,” and the over- 
ture to Mireille were played. The overture was the original 
work written when the opera was performed in five acts. The 
prelude to the Zumenides of Aischylus, by Mr. William Wallace, 
gave a favourable impression of the advance the young com- 
poser is making. Miss*Frida Scotta, the Danish violinist, 
played the concerto of Saint-Saéns in B minor, and songs were 
given by Miss Emma Juch and Mr. David Bispham. Schumann’s 
B flat symphony was also included in the concert, and was finely 
played. 


SARASATE, CONCERTS. 

On Saturday, October 14th, Sefior Sarasate gave his first concert 
of the present series, there being an immense audience. The 
brilliant Spanish violinist we are glad to see introducing music 
of the highest class to blend with works intended merely for 
display. ‘Thus we find the beautiful c minor Sonata of 
Beethoven for pianoforte and violin in the programme, and it 
was charmingly played by Sefior Sarasate and Madame Berthe 
Marx, who has greatly increased in popularity. The violinist 
was again associated with Madame Marx in the duet sonata 
of Raff in A major, the second of his five sonatas, It is a 
graceful and melodious work, equally welcome for its learning 
and its flowing melody. As solos Sejior Sarasate played the 
attractive ‘‘ Legende” of Wieniawski, the ‘* Witches’ Dance” 
of Bazzini, and a brilliant Bolero of his own composition. His 
success was so great that he was compelled to play other pieces 
in response to the demand for repetition. Madame Marx played 
Chopin’s Scherzo in k, and Thalberg’s Study in A minor, and 
being encored gave a transcription of a Schubert melody in 
most artistic style. The enthusiasm of the vast audience was 
remarkable. 





POPULAR CONCERTS. 

THE first Monday Popular Concert was given on the 16th, and 
included Beethoven’s Quartet in C major, Bach’s Chromatic 
Fantasia for pianoforte, Svensden’s Romance for violin, and 
Schumann’s Sonata in A minor for pianoforte and violin. Mlle. 
Wietrowetz was the violinist and Miss Fanny Davies the pianist. 
M. Eugéne Oudin was the vocalist. On the following Saturday, 
a pianoforte quartet by Herr Robert Kahn, an esteemed pro- 
fessor at Leipsic, was performed. Herr Kahn is, to some 
extent, a follower of Brahms. If, however, his quartet is not 
strikingly original, it has the merit of good workmanship and 
refinement of style. It was played by Miss Fanny Davies, 
Mlle. Wietrowetz, and Messrs. Gibson and Whitehouse, An 
artistic performance was also given of Mendelssohn’s E flat 
quartet ; Mlle. Wietrowetz played the Romance by Max 
Bruch, and Miss Davies the Waldstein Sonata. Both ladies 
were several times recalled. M. Eugéne Oudin sang four of 
Gounod’s songs. 





MISCELLANEOUS MUSICAL ITEMS. 


A NEW symphony by Signor Mancinelli, in the orthodox four 
movements, will shortly be performed. Senor Albeniz is engaged 
in composing a grand opera to be produced in Madrid. Messrs. 
Hann resumed their Bington Hall Chamber concerts on 
October 30. Madame Patti commenced her provincial tour 
on the 18th at Sheffield with-great success. Madame Minnie 
Hauk came to London on the 15th, and spent a few hours 
visiting friends before departing for a five months’ tour in 
America. Madame Melba has gone to Paris for a brief stay, 
and will shortly undertake a “starring” engagement at the 
Stockholm Royal Opera. She will probably also sing at 
Copenhagen. Madame Antoinette Sterling is again in England. 
M. Eugéne Oudin is engaged for concerts at St. Petersburg and 
Moscow. 








Musical Potes, 


THERE is little to record of the doings at the Grand 
Opéra during the past month save the grand sensational 
event of September 18th, when the young, newly-appointed 
conductor, M. Paul Viardot, in conducting a performance 
of La Valkyrie, lost his place during the final duet of 
Act I., and, after a vain attempt to recover himself, was 
obliged to stop the orchestra and order a fresh start. 
The audience gave vent to loud hisses, and at the close 
of the act, M. Viardot was replaced by M. Ed. Mangin. 
The unfortunate chef has since excused himself by plead- 
ing that he was suffering from a complaint in the ear; 
but he found it advisable to resign his post, and M. 
Mangin was at once appointed in his place. Le Figaro, 
in championing M. Viardot, pretends that such accidents 
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are unavoidable in dealing with Wagner’s music, and 
even declares that they frequently occur in German 
opera-houses. We suspect that the Figaro would be hard 
put to it to quote any instance of such an event in any 
German theatre of note. The production of Reyer’s 
Sigurd has been delayed by an accident to M. Saléza, 
who is cast for the part of the hero. M. Taffanel, the 
chief conductor, has been attending the Wagner per- 
formances at Munich—it is believed, with a view to the 
production of Zyistan next year. The strange jumble 
of pieces performed on the occasion of the State visit of 
the Russian naval officers must be excused as dictated 
rather by political and patriotic than by musical con- 
siderations. The sad death of M. Gounod on the morn- 
ing of the 18th is an event which will be heard of with 
profound regret all over the civilised world, for of all 
French composers, he was the most universally known. 

THE Opéra Comique has not done much that needs 
notice. Two little one-act pieces, Le Diner de Pierrot, 
music by Ch. L. Hess; and Madame Rose, by Antoine 
Banés, were produced together on September 25th, but 
have little claim to be regarded seriously. One wonders 
why M. Carvalho chose them. It was thought that the 
occasion would have been seized to bring out the opera 
of M. Cui, which has long been in rehearsal ; but M. 
Carvalho seems to have changed his mind again, and is 
now busy with Bruneau’s work, which may be expected in 
the course of the month—unless something else should 
happen. Intimations have been given that the style of 
the Attague du Moulin will be totally different from that 
of Le Réve, as required by the difference of the subjects. 
Manon attained its 200th performance on Monday, the 
16th ult., and the composer came from Brussels to be 
present, in order that he might personally thank the 
artists to whom he and his work owed so much. Nego- 
tiations are going on with a view to the reappearance of 
Mlle. Van Zandt, who has not been heard in Paris for 
some years. 

A VERSION of Sophocles’ Antigone, by MM. Vac- 
querie and Paul Meurice, is to be produced at the 
Comédie Frangaise, and—thanks to the ultra-patriotism 
now raging in Paris—the music of Mendelssohn is to be 
discarded in favour of a new score to be written by M. 
Saint-Saéns, who tells the world that his work will be 
more literary than musical—a sort of rhythmical and 
measured mélopée, having more in common with plain- 
song than with music. We wonder whether M. Saint- 
Saéns thinks that his plain-song will supplant Mendels- 
sohn’s music. 

THE season at Brussels promises to be unusually 
brilliant. The company at the Théatre de la Monnaie is 
said to be distinctly superior to most of those of-late years, 
and already Mmes. Armand, de Nuovina, Horwitz, Lejeune, 
Tanésy, and MM. Cossira, Leprestre, Massart, Seguin, 
etc., have secured the favour of the public. 7Z7istan is 
still contemplated as the grand feature of the season, but 
Werther and Manon are now in preparation, and there 
is a talk of reviving Gevaert’s Quentin Durward, one of 
the composer’s chief works, which has not been given 
for many years. 

A FLEMISH opera company has begun a season at 
Antwerp, and their first production was Der Freischiitz. 
However, they promise by-and-by a real new Flemish 
opera by Peter Benoit, entitled Meilie/. 

THE new director of the Munich Opera, Herr v. Possart, 
may certainly feel proud of the result of his first nine 
months of management. Thanks chiefly to the success 
of the Wagner performances, a net profit of 180,000 marks 
has been made, which not only wipes out the previous 
deficit of 125,000 marks, but covers the amount expended 





on scenery and other extras. It is intended to increase 
the company and to take other steps to maintain and, 
if possible, add to the high reputation now enjoyed by 
the: Munich Opera. The list of novelties intended to be 
produced during the coming season is almost portentous : 
Mascagni’s Rantzau, Briill’s Schach dem Konig, Hum- 
perdinck’s Hansel u. Gretel, Smetana’s Verkaufte Braut, 
Rich. Strauss’ Guntram, Verdi’s Falstaff, Hans Sommer’s 
Saint-Fotx (a one-act piece), Berlioz’s Les Troyens, and, 
perhaps, Kistler’s Kunthild. 

THE Prince Regent of Bavaria is about to offer for 
competition a prize of 6,000 marks for the best German 
opera as yet unperformed. The full conditions for the 
competition are not yet published. 

A TRIPLE bill (as theatrical announcements put it) was 
presented at the Berlin Opera House on the rith ult., 
consisting of three novelties—Briill’s Gringotre, a one- 
act piece, Mara, by Ferd. Hummel, both of which, but 
especially the first, were favourably received; and a 
stage performance of Mendelssohn’s Walpurgis-Night. 
If the composer had lived to hear of this perversion of 
his work, his notorious dislike to Berlin would probably 
have been greatly strengthened. Fortunately, the success 
does not seem to have been such as to encourage any 
would-be imitators. It is said that Fa/staff is to be the 
next novelty. Mascagni’s Ratcliff has been postponed 
till February next, as the composer contemplates a con- 
siderable alteration of the score. 

THE closing of the opera season at Kroll’s Theatre is, 
as we anticipated, only temporary, but it will be of some 
duration. The performances will be renewed early next 
summer. 

THE concert-season at Berlin has set in with consider- 
able severity. The symphony concerts of the KOnigliche 
Kapelle, under Weingartner, began on the 3rd ult., with 
a programme of three symphonies by Haydn, Mozart 
and Beethoven. The concerts of the Philharmonic 
Orchestra, now led by Prof. Mannstidt, began onthe 5th. 
The Philharmonic Concerts, hitherto presided over by 
v. Biilow, will this year be conducted by Levi, of Munich, 
for the first two, and Schuch, of Dresden, for the others, 
Dr. v. Biilow’s health not being such as to admit of his 
undertaking the duties at present. Artists’ concerts are 
already almost as numerous as though it were the height 
of the season. Two which deserve especial mention are 
that of young Argiewicz, the latest juvenile prodigy on the 
violin, and that of Felix Berber, also a violinist, who 
introduced a new concerto of some merit by Fritz Kauf- 
mann, and at which a new American soprano, Mrs. 
Hascall, made a very successful début, winning an encore 
for Purcell’s song, “ Nymphs and Shepherds.” 

THE world seems likely to hear a good deal of the 
operas of the Bohemian composer Smetana. There are 
eight of them, and the whole set have just been given at 
Prague in chronological order, with very exceptional and 
very significant success. Die Verkaufte Braut has already 
won much favour at Vienna and Berlin, but at Prague 
Das Geheimniss (The Secret) seems to have achieved an 
even greater success. Another of the set, Zhe Kiss, has 
just been produced at Leipsic, and many other opera-houses 
are about to introduce Smetana to their patrons. The 
great drawback is likely to be that the serious operas. are 
too national in subject, and the comic ones too trivial ; 
but the high musical merit of both kinds is admitted. 

A RATHER unpleasant controversy, afrvofos of the 
posthumous opera of Peter Cornelius, Gun/od, has been 
honourably settled by the withdrawal of the edition 
published “as completed by Dr. Ed. Lassen.” It appears 
that large portions which Lassen supposed to be the work 
of Cornelius had really been supplied or supplemented 
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by Hoffbauer, a musician to whom the score had been 
sent for completion. Hoffbauer died a little while ago, 
but an independent investigation has proved his claim to 
the disputed portions, and Dr. Lassen has declared that 
nothing pt be farther from his wish than to claim any 
credit which is properly due to another. 

FELIX MOTTL’s opera, Fiirst u. Sanger, which narrowly 
escaped being a total failure on its production at Carls- 
ruhe, has been more fortunate at Mannheim, where it 
was produced on September 22nd, under the conduct of 
the composer. ‘ 

MUNICH is to have a second permanent orchestra, 
thanks to the zeal and perseverance of Herr Dr. Kaim, 
who has got together a body of players, to be entitled the 
“Philharmonic Orchestra,” and with great difficulty has 
at last succeeded in securing the Odeon-Saal as the /ocale 
for their performances. Herr Winderstein is to be the 
conductor. ; 

EUGEN D’ALBERT’S new opera, Der Rudin, was pro- 
duced at Carlsruhe on October 12th, and very well 
received. It is said by the best critics to be a work 
which shows the composer to possess individuality and 
independence, a striking power of dramatic characterisa- 
tion, and very skilful thematic development. The style 
is distinctly Wagnerian, but without any trace of imita- 
tion ; the lion’s share of melodic interest is, perhaps, 
given rather too decidedly to the orchestra, but the de- 
clamation of the vocal parts is very masterly. 

OTHER new operas of the last month are Ag/aja, by Leo 
Blech, at Aachen, and Der Pfeifer v. Hardt, by Ferd. 
Langer, at Stuttgart ; and, though not a novelty, the pro- 
duction of Berlioz’s Ce//ini at Darmstadt should be 
recorded. The operas of Berlioz are making their way in 
Germany. 

RUBINSTEIN’S oratorio, or, as he prefers to call it 
sacred opera, Moses, is to be performed for the first time 
in public, at Vienna, on December 3rd, by the Gesellschaft 
der Musikfreunde. 

THE Liszt-verein of Leipzig has secured the help of a 
number of distinguished conductors for this season’s con- 
certs—Rich. Strauss, Weingartner, Zumpe, Mr. F. H. 
Cowen (!) and Siegfried Wagner (!!). Herr Stavenhagen 
will perform his new piano concerto at one of the concerts, 
and many other distinguished soloists will appear. 

THE Jubilee Festival of the Miannergesangverein of 
Vienna (October 6th to 8th) went off brilliantly. New works, 
which had been written for the occasion by Gernsheim, 
Bruch, Bruckner, and Kremser (the society’s conductor), 
were sung, and at the grand banquet 2,000 guests were 
present. The United Liedertafel Societies of North 
Germany senta baton made from the rose-tree, said to be 
a thousand years old, which grows (or grew) outside the 
cathedral of Hildesheim. 

AMONG the new works announced for performance at 
the concerts of the Museumsgesellschaft at Frankfurt is 
a concert-overture by our young countryman, Mr. Fred 
Lamond. 

HERR NICKISCH, the new conductor of the Opera 
House at Pesth, is setting to work with remarkable 
energy. Besides giving particular attention to the 
national music of Hungary, he contemplates giving a 
cycle of the operas of the lately deceased Franz Erkel ; 
he hopes to produce a new Hungarian opera, Wagner’s 
Tristan and Meistersinger, and Puccini’s Manon. Sme- 
tana’s Verkaufte Brayt he has already produced. 

HERR REINTHALER has retired from the post of organ- 
ist and choirmaster of the Cathedral of Bremen, which 
he has held for thirty-five years, and is succeeded by 
Herr Ed. Noéssler. 

A PUBLICATION which should be of very great interest 





is about to be issued—a selection of the airs from the 
operas of Schubert which have little chance of a stage 
performance. It will consist of two volumes, one for 
female, one for male voices, and is edited by Philip 
Scharwenka and Dr. Hugo Goldschmidt: All singers 
may be advised to look into this. 

MEssrS. BREITKOPF AND HAERTEL are about to pub- 
lish a supplementary volume of hitherto unpublished piano 
pieces and songs by Schumann, edited by Herr Brahms. It 
will contain the original version of the variations for two 
pianos, Op. 46, five variations belonging to the Etudes 
Symphoniques, which were omitted in the published 
version, a scherzo intended for the Sonata in F minor, 
and Schumann’s last composition, a theme on which he 
intended to write variations, dated 7th February, 1854. 
The theme is given, but it is not thought proper to pub- 
lish the variations, written just before the composer’s 
brain gave way. Some unpublished vocal pieces are 
also included. 

THE report of the marriage of Mlle. Virginia Zucchi is, 
we are informed, incorrect. We found it in several 
foreign papers, whose information there seemed no reason 
to doubt. Another distinguished artist, Mme. Materna, 
a report of whose recent marriage has appeared in several 
papers, but not in these columns, has contradicted the 
report. 

HERR SAMUEL DE LANGE, the distinguished Dutch 
organist, has accepted a post as teacher at the Stuttgart 
Conservatoire. 

PREPARATIONS have begun at the Teatro Dal Verme 
of Milan for the production of Leoncavallo’s new work, 
I Medici. The critic of the Neue Frete Presse appears to 
have read the libretto, and describes the fourth act as 
remarkably powerful. The cast is expected to include 
Signoras Stehle and Gini-Pizzorni, and Sigs. Tamagno, 
Beltrami, Scarneo and Contini. 

A MASS in five parts by the Belgian composer, Edgar 
Tine], author of the oratorio Franciscus, was performed 
in the Cathedral of Milan on September 8th, but, as we 
gather from the Gazzetta Musicale, accompanied by the 
organ only. As the mass is numbered Op. 41, it would 
appear to be one of its author’s latest works. 

A GRAND concert was given at Bergamo on September 
18th, in aid of the Donizetti Memorial Fund. Sig. Piatti, 
himself a native of Bergamo, gave his services, and 
played two movements from his own second concerto, as 
well as some smaller pieces, one of which, a Fantasia on 
themes from Zznda, excited an enthusiasm unusual even 
for an Italian audience. The illustrious violoncellist 
has received the dignity of Commendatore of the Order of 
the Italian Crown. The Donizetti fund has reached the 
amount of 17,500 lire—the required amount being 40,000 
lire. 

A REPORT, probably entirely unfounded, appears in 
some of the Italian papers that Mascagni is trying his 
hand at a drama, without music, for the tragedian 
Novelli. 

SIGNOR PADFREWSKI is engaged on an opera the 
subject of which is taken from the history of Poland. 

A WORK is about to be published in Vienna which 
should be of great interest—“ The International Exhibition 
for Music and the Theatre, Vienna, 1892.” It will con- 
tain, besides articles on the special features of the exhibi- 
tion, numerous reproductions of musical compositions, 
manuscripts and letters of famous musicians, many of 
which have never before been published or exhibited. A 
volume of “ Notes and Letters, by N. W. Gade,” has also 
appeared at Basel. 

THE well-known writer on music, La Mara, has 
published two volumes of “ Musical Letters of Five 
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Centuries,” containing many curious and hitherto unknown | (Verona 1856) and Guerra in quattro (Milan, 1861). 


letters by Orlando Lasso, H. Schiitz, and other early 
musicians ; the second volume comes down to our own 
times, 

A STABAT MATER for soli, chorus and orchestra, by 
Mr. Henschel, has been accepted for performance at the 
Birmingham Festival next year. Mr. Henschel will con- 
duct his own work. 

THE report, which has before been circulated, is again 
revived that Mme. Nordica has been engaged for next 
year’s performances at Bayreuth, when, it is said, she will 
play Elsa, and perhaps also the part of Kundry. To be 
the first Elsa at Bayreuth will be indeed an honour to be 
proud of, and we hope Mme. Nordica may enjoy it. 

THE third Cheltenham Musical Festival, which owes 
its existence to the enterprise and energy of Mr. J. H. 
Matthews, a local professor, was celebrated from October 
16th to 20th. The chief works performed were the 
Messiah, Golden Legend, Stabat Mater, and some novel- 
ties—a Festival Ode by B. Tours, a setting of Milton’s 
“ Sweet Echo,” for eight-part chorus, by Dr. Iliffe, etc. 

Dr. MACKENZIE has again been commissioned by 
Mr. Irving to write music for a forthcoming play at the 
Lyceum by Mr. Comyns Carr, on the subject of King 
Arthur. 

Mr. MAX PAUER has been appointed Court-pianist by 
he Grand Duke of Hesse (Grossherzogl. Hess, Kammer- 
Virtuos). 

THE report of the death of Mme. Marie Basta is 
erroneous. The lady’s brother writes to the papers to 
say that his sister is alive and well in New York, and 
about to start on a concert tour in the States. 

DEATHS.—The biography of M. Gounod, who died on 
October 18th, is given in another column. Compared 
with this great loss, the other deaths of the month are 
not very important.— On September goth, Paul Ehrke 
(born 18th March, 1840), for many years buffo-baritone 
at Leipsic and Hamburg, where he enjoyed a great re- 
putation, though somewhat overshadowed by his senior 
companion Freny. Ehrke was the original Beckmesser 
n the first performance of the Ae¢stersinger in England, 
ind a better Beckmesser has never been seen. His con- 
ception was no doubt derived from that of Freny, who 
got his idea of the part from Wagner himself.—Ant. 
J. B. Dubrucq, who died September 19th, was the well- 
known and admirable player who was for many years 
first oboist at the Crystal Palace, Richter, and other 
first-class concerts.—Lady Eastlake, widow of the former 
President of the Royal Academy, was the authoress of a 
sprightly and clever article on “ Music,” which appeared 
in the Quarterly Review for September, 1848, and has 
been republished in Murray’s “ Home and Colonial 
Library.” She died October 2nd, aged 83.— According 
to a paragraph published in a Swiss newspaper, Maurice 
Dengremont, a once famous juvenile-prodigy violinist, 
died lately at Buenos Ayres. He was born in Brazil of 
French parents, in 1867, and coming to» Europe in 1877, 
attracted great notice as a wonderful performer for some 
years ; but for many years past nothing has been heard 
of him.—Towards the middle of September Mr. J. S. 
Dwight, the founder of Dwight's Journal of Music, the 
earliest musical journal of America, died at Boston, 
aged 80. His journal was first published in 1852, and 
was discontinued in 1881.—Carlo Pedrotti, who threw 
himself into the Adige at Verona on October 17th, was 
an operatic composer of some eminence, especially in 
comic operas, but he also did good service by founding 
some excellent orchestral concerts at Turin, in days 
when good orchestral concerts were almost unknown in 
Italy. His best-known operas were 7utti in Maschera 





e was born November 12th, 1817.—Mr. J. Waterson, 
formerly bandmaster of the 1st Life Guards, and a popu- 
lar composer and arranger of military music, died in the 
middle of October. 
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Ss. 
To Eva. No.1, ina flat; 2, in F; 3, ine flat ... «. each 4 
Strathallan’s Lament ... oss ave one ; ow % 
“When thou art nigh” — 3 


** All on a fair May morning” me sae a. ee sae 
‘* Heart be stout and eye be true” ... as eve ose a 


A Flower Auction 
Do not vex thy Violet ... 


Ris EE PEs 


If a nobler waits for thee eco eee at 3 
Many days and many ways ... ove —~*% 
On a faded violet . ove ove eee eco = 
O gentle sleep ... ooo eae on @ 
When roses blow ee ove ove ove see eee oe 3 
Vocal Album. Six Songs (the words by Lady Lindsay) :— 
No. 1. Wishes. ‘In the Meadows” ine ase . o> 
2. A flower message. ‘“‘I’ll give my lovea posy” ... 3 — 
3- Doubting. “ ay, do not ask me once again”... 3 — 
4. Dreamland. ‘‘ Wilt thou come with me to dream- 
pale bes af ose se cs “. 3 
5. Golden Days. ‘‘ Sweet, remember 8 iden days”... 1 — 
6. Hesper. ‘*O fora light little boat”’.. it —— 
PART-SONGS FOR MALE VOICES. 
4916 ‘‘ Another glass before we go.”” For Male Choir (A. T. T. B. 
and B.) net — 6 


14051 “In the Primrose Time o’ the Year.” The words by William 
jack, set for S. A. T. T. and B., with Pianoforte Accomp. 


net —4 
London: AUGENER & CO., 86, Newgate Street, E.C. ; 
1, Foubert’s Place and 81, Regent Street, W. 


OUR CHARACTERISTIC PIECES in Canon, 
for the Pianoforte, by 
CHAKLES WOOD. 
Op. 6. No.1, inc; 2, in A minor; 3, in F; 4, inc. 
Price 3s. each. 
AUGENER & CO., 86, Newgate Street, and 1, Foubert’s Place, London. 


UGENER’S LIST of “BOUND VOLUMES 
OF MUSIC SUITABLE FOR SCHOOL PRIZES, PRESENTS, 
Etc.,” also List of “‘CANTATAS, -Erc., SUITABLE FOR PER- 
FORMANCE AT SCHOOL FESTIVALS, MUSICAL PARTIES, . 
Etc.,” to be had gratis, 
London: AUGENER & CO., 86, Newgate Street, E.C.; 
1, Foubert’s Place, and 81, Regent Street, W. 
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pete AUGENER’S 


LIBRARY 


OF PIANOFORTE 


FOR STUDY AND 


AMUSEMENT. 


A Collection of Studies, Classical and Drawing-room Pieces, Selected, Revised, and Fingered by 


7 E. PAUER. 


i Net. | Eiiti. - 
gy Juntor GRADE, anal Senior GRADE, 
5561 Bookl!. .. . 1 | 598t Book I. 


Studies: Steibelt, in A minor; Hummel, in D; 
E. Pauer, in G, 

Pieces: E. Miiller, Capr’ce in C; Clementi, Adagio 
con espressione. 

Recreations : Rameau, Gavotte from ‘‘ Le Temple de 
Gloire”; Loeschhorn, Romanza in A minor; 
Lanner, Original Styrian Dance; 3 National 
Polish Mazurkas, 


5962 Book Il. ... Sse waa oii ibe ids as 3 

Studies: Loeschhorn, in A major; Berger, in G 
minor; E. Pauer, in C major. 

Pieces: C, P. E. Bach, Allegro assai in E flat; 
J. Field, Polonaise in E flat; E. Pauer, Welsh 
Air with variations. 

Recreations: Mozart, Three Minuets; A. Jensen, 
‘* Joyful Message"; X. Scharwenka, Valse in C 
sharp minor, 


5963 Book III. ... a oie dss sé fa cin 
Studies ; Gurlitt, Op. 132, Nos. 4 and 10 ; Laubach, 
Study on Chromatic Scales ; and E, Pauer, Study 
on Divided Scales, ; 
Pieces; J. S. Bach, Allegro scherzando ; Haydn, 
Presto from Sonata in D; Beethoven, Bagatelle, 
Op. 119, No. 1; and Tomaschek, Eglogue, No. 5. 
Recreations: Clementi, ‘‘ Monferina”; Steibelt, 
Valse in F; Mozart, Gavotte from ‘‘ Idomeneo” ; 
and Kuhlau, 3 Valses. 


5994 BooK IV. ... ‘a ta Em we ids _ 
Studies ; Czerny, in C major, C minor, and D major. 
Pieces: Mozart, Fantasia in D minor; Kirnberger, 
Allegro in E minor; Mayer, Variations on Count 
Gallenberg’s Waltz. 
Recreations ; Corelli, Pastorale in G; Von Wolken- 
stein, Love Song; E. Rommel, First Love, 
Romanza; Schulhoff, Impromptu in A flat. 


5965 Book V. ... am se * “as ese ee 

Studies ; Czerny, in C, D flat, A major; C. Gurlitt, 
in F, C; Pauer, 6 Short Preludes, 

Pieces: Paradies, Toccata in A major; F. Ries, 
Andante in A flat; Mendelssohn, Scherzo in 
B minor. 

Recreations; Mattheson, Gigue in E minor; Schu- 
bert, Scherzo in B flat; J. Low, Albumleaf ; 
Bohemian Polka in B flat. 


“The ‘ Library of Pianoforte Music for’Study and Amusement,’ by Ernst Pauer, is a collection of ‘studies, classical and drawing-room pieces, 
selected, revised, and fingered for teaching purposes, The selection is admirable—no piec: unworthy of attention is included in th: series, the 
revision is that of the scholarly musician, and the fingering what we expect from the experienced teacher." — Manchester Guardian, Nov. 15, 1392. 


“ This collection will be of great use to students, especially to the many who study music without the assistance of a teacher."—Musical News, 


Nov. 18, 1892. 


© | 5982 


o | 5983 





Studies: M. Szymanowska, Study in A flat; 
X. Scharwenka, Prelude in c. 


Pieces: Mozart, Fugue in C major; Hummel, 
Andante in E flat. 


Recreations ; Mendelssohn, Bolero, ‘*‘ The Wedding 
of Camacho” ; Moszkowski, Scherzino in F. 


Book II. <s +s os 4 ae 
Studies ; Schumann, for Pedal Piano inc and A flat. 
Pieces ; Klengel, Fugue on an Air by Mozart; Men- 

delssohn, Andante from First Concerto, Op. 25. 


Recreations; E. Pauer, ‘‘La Campanella,” and 
Kjerulf, ‘ Frihlingslied,” 


Book III, pom “ on ee 
Studies : Weyse, in C sharp minor ; F. Ries in A. 
Pieces : J. S. Bach, Minuet in G ; Schumann, Air on 

the name ‘‘ Atezg” with variations. 


Recreations: Mayer, Romance italienne; Mosz- 
kowski, ‘‘ Germany,” from Op, 23. 


Book IV. 4. eve ods one ies s tse 
Studies ; Czerny, in C minor ; Kalkbrenner, in F sharp 
minor; Pauer, ‘‘ Calmness ”’ (for the left hand). 
Pieces: J. S. Bach, Prelude and Fugue in A minor ; 
Beethoven, Variations in D, Op. 76. 
Recreations ; Schumann, Hunting Song; Kjerulf, 
Cradle Song ; Strelezki, Valse mélancolique. 


Book V.... eve on “ ee aoe én 
Studies ; Weyse, in £ flat ; Kalkbrenner, in G sharp 
minor ; Loeschhorn, in C major. 
Pieces: Hummel, Scherzo in F major ; Schumann, 
Romanza in D minor. 
Recreations : |. S, Bach, Bourrée and 2 Gavottes 
from Suite in D; Weber, Waltz in Dp major; 
Mayer, Galop militaire in & flat. 


“ These books are a decided acquisition to our réfertoire for study and amusement.”—Musical Record, 18952. 
‘* This Series is one of the most valuable for purposes of teaching and improvement.” —Daily News, Feb. 1, 1893. 


‘* How to impart instruction in the higher branches of instrumental music without unduly fatiguing the pupil is a matter for the teacher's best 
consideration. ‘Io keep alive the interest of the scholar the lessons must be pleasant as well as profitable. This is the object Professor Pau r has in view 
when selecting and preparing works for ‘ Augener’s Library of Pianoforte Music for Study and Amusement.’ 
Grade edition) contains ‘ sgudies’ by Weyse, Kalkbrenner, and Loeschhorn ; ‘pieces’ by Hummel and Schumann; and ‘ recreasions’ by Bich, Weber, 
and Mayer. A similar order is observed in the arrangement of the Fifth Book (Junior Grade edition), the compositions being by Cz+rny, Gurlitt, Pauer, 
Paradies, Ries, Mendelssohn, Mattheson, Schubert, and Léw. Each work ha: been carefully revised and fingered for teaching purposes by Pro%essor 


Paurr, whose skill as a composer is displayed in the six clever preludes of the Fifth Book,” —Daily Te/egra*h, Oct. 29, 1393. 


AUGENER & CO., 86, Newgate Street, E.C., 1, Foubert’s Place, and 81, Regent Street, W., Londoa, 


MUSIC 
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EBENEZER PROUT'S 


THEORETICAL Worxs 1n AUGENER’S EDITION. 





Demy 8vo. 
Augener’s 
Edition, Bound. 
oa LJARMONY: ITS THEORY AND“ 
PRACTICE. By EBENEZER PROUT, B.A., Lond., 
Professor of Harmony and Composition at the Royal 
Academy of Music, &c, Fifth Edition on ane ee §=5/~ 
g182a KEY TO “HARMONY: ITS THEORY 
AND PRACTICE.” Second Edition eve oes Pr) 


918% ADDITIONAL EXERCISES TO E. 
PROUT’S ‘*HARMONY: ITS THEORY AND 
PRACTICE.” Second Edition a a eer 


g8a% KEY TO THE ADDITIONAL EXER- 
CISES TO E. PROUT’S “HARMONY”, 


OUNTERPOINT: STRICT AND 


FREE. By EBENEZER PROUT, B.A. Lond., Pro- 
fessor of Harmony and Composition at the Royal Academy 
of Music, &c. Third Edition ... Geo ‘ un Pa 


983 ADDITIONAL EXERCISES TO 
E. PROUT’S “‘COUNTERPOINT: STRICT AND 
FREE,” with Melodies and Unfigured Basses for Har- 
monising Ses ioe. igs aay Lica. eet ies es 


OUBLE COUNTERPOINT AND 


CANON. By EBENEZER PROUT, B.A. Lond., 
Professor of Harmony and Composition at the Royal 
Academy of Music, &c, Second Edition... aoe ove 


or8s. FUscve. By EBENEZER PROUT, B.A. 


Lond., Professor of Harmony and Composition at the 
Royal Academy of Music, &c. Second Edition... oe 


FUGAL-ANALYSIS: A Companion to 
“Fugue.” Being a Collection of ee ut into Score and 
Analysed. By EBENEZER PROUT, B.A. Lond., Pro- 
fessor of Harmony and Composition at the Royal Academy 
of Music, &c, Second Edition .., ove eco aus is 


1/6 


2/6 





9183. 


2/6 





9184. 


5/- 





5/- 
9186, 


site M USICAL FORM. By EBENEZER Prout, 
" B.A., Lond., Professor of Harmony and Composition 
at the Royal Academy of Music, etc. Second Edition ao Ow 


Che Datlp Telegraph 
Of March 17th, has the following Review :— 


“ The series of theoretical works written by Ebenezer Prout will prove of inestimable 
service to teacher and scholar alike. Published in nine volumes, the series embraces an 
exhaustive treatise on each of the following subjects: Harmony, its theory and 
practice; counterpoint, strict and free; double counterpoint; and fugue. With 
earnestness the author points out the desirability of mage ge 3 harmony and ‘strict 
counterpoint’ simultaneously, and advises that ‘as soon as the pupil has mastered 
triads and their inversions, he shall begin elementary counterpoint.’ This recommenda- 
tion is unheeded by many teachers of theory, and some there are who altogether reject 
the plan, on the ground of strict counterpomt being of little practical value. But the 
author, believing it to be an essential branch of study, has, by verbal explanation ot 
roles, as well as by il'ustrative examples, succeeded in making it appear attractive and 
important. Two part counterpoint is treated at considerable length, a chapter being 
devoted to each «f the ‘Five Species.’ As far as the ‘species’ are concerned, the 
same order is ob erved in three-part and four-part strict counterpoint. So varied in 
construction are te exercises and examples that one is apt to forget that the only 
harmonies used therein are diatonic Triads and their first inversions. In leading 
students thr ugh paths trodden by our musical ancestors the skilful guide never fails to 

int out objects of interest to be met with on the way, Though so much in love with 
his subject, he pees it in its vroper position, as a preliminary study to actual com- 
position. The fact is again and again insisted upon that ‘strict counterpoint is simply 
the means to an end.’ The object to be attainea is the power of free part-writing, 
here called ‘ free gears gc the study of which should not, the author says, be com- 
wenccd before the pupil has completed his course of harmony. Liberated from the 
restraints imposed by ancient rules, modern counterpoint opens the door to well-nigh all 
combinations which do not violate the laws of harmony. The final chapter treats on the 
application of counterpoint to practical composition. In the book on Double Counter- 
point and Canon, Mr. Prout places these intricate subjects before the student in the 
clearest and most convincing manner. The last, as yet published, of the series is an 
able and in some respects remarkable treatise on Fugue. After carefully examining the 
rules from time to time laid down by men in authority, and after patiently testing their 
accuracy by the works of Bach and other great masters, the author is Ted to declare 
that ‘there is no branch of musical composition in which theory is more widely at variance 
with practice than in that of fugue.’ In stating his own views, he directs attention to the 

rinciples a the relation between Subject and Answer. While there is but 

ittle diversity of opinion as to what should be the features of the subject, there are, on 
the other hand, many conflicting opinions as to the nature of the answer. The theorist 
directs one mode of procedure, and the composer acts upon another. ‘ This rule,’ says 
the old text-books, ‘is absolute’; yet Bach is found breaking it with good effect. Our 
author wisely declines to submit to the authority of any rule however ancient unless it 
be found in agreement with the general practice of acknowled; masters. Of course, 
there must be rules for the guidance of students ; and, while rejecting some which have 





Review of E. Prout’s Text-books (continued )— 

little else than age to recommend them, he has provided others supported by references 
to fugal works by the greatest writers. In describing’ a fugue as a composition in 
* ternary form,’ Mr. Prout says: ‘The first section extends as far as the ena of the last 
entry of the subject or answer in the original keys of tonic and dominant. The second 
or middle section begins with the ccmmencement of the first episode, which modulates 
to any other key thin that of tonic or dominant; and the third or final: section begins 
with the return of the subject and answer.’ The features of each section are admirably 
delineated, and the construction of the whole fugue is clearly explaiied and aptly illus- 
trated. As text-booke, Mr. Prout’s theoretical treatises will doubt ‘ess take 
the position of stanaard works.”—7he Daily Telegraph, March 17th, 1893. 


London: AUGENER & CO., 86, Newgate Street, E.C.; and 
1, Foubert’s Place, and 81, Regent Street, W. 


DR. H. RIEMANN’S 
CATECHISMS IN AUGENER’S EDITION. 
weenie pear oe 


ATECHISM OF MUSICAL INSTRU- *“ 


MENTS (Guipe To INSTRUMENTATION). In paper 





No. 


g2or. 





Covers, net, 2s. ae re ee oe oe as ee 2/6 
ATECHISM OF MUSICAL HIS- 
TORY. 
g202. Part I. History of Musical Instruments, and History of Tone 
Systems and Notation. In paper covers, net, 2s. .. «. 2/6 
9203. Part II. History of Musical Form, with Biographical Notices.. 2/6 


In Paper 


ATECHISM OF PIANOFORTE 
PLAYING, In paper covers, net, 25. ss. ae oe §=6/6 


R. RIEMANN’S ANALYSIS OF BACH’S 


48 PRELUDES and FUGUES (Wohltemperirtes Klavier), 
Translated from the German by J. S. Shedlock, B.A. 


g205 Part I. 24 Preludes and Fugues. In paper covers, net, 2s. ... 
9206 Part II. 24 Preludes and Fugues, In paper covers, net, 2s. ... 


N.B.—These Catechisms will be continued. 
London: AUGENER & CO., 86, Newgate St.,E.C.; & x, Foubert’s Place, W. 


$, net, 2/- 





9204. 





2/6 
2/6 





AUGENER’s EDITION, No. 9,200. 


DICTIONARY OF MUSIC 
DR. HUGO RIEMANN. 


New Edition, with many additions by the Author, 
Translated by: J. S. SHEDLOCK, B.A. 
No. 


gacoe © Part I, (A. to BECK), price 1s. net. 
g200e Part IT, (Beck to CHACONNE), price 1s. net. 
g200e Part LIL, (CuHapwick T0 DISSONANCE), 15. net. 


Riemann’s Dictionary is a concisely worded musical encyclopedia, 
which avoids all that is superfluous, It will comprise not only the biographies 
of noteworthy musicians and writers on music of the past and present, with 
criticisms of their works, but also a complete description and history of all 
musical instruments, an easily intelligible exposition of musical theory, 
definitions of musical art-expressiorts, etc. It will appear in fourteen parts, 
at One Shilling each, which will bind in one handy volume. That which 
distinguishes Riemann’s Dictionary from other dictionaries is unity and 
consi y of st t, which is only attainable if one and the same 
author writes an entire work, but not if a number of contributors 
compete, who are of different opinions and variously gifted. Riemann has 
long since, by his striking and many-sided literary activity, given proof of 
his entire ability to cope with the task of compiling a work of this encyclo- 
peedic nature. His dictionary contains, in convenient alphabetical order, 
so to speak, the sum and substance of the results of his researches in the 
most varied ranges of musical science, ¢.g. the history of notation, the 
theories of rhythm (phrasing), harmony and form (analysis), musical 
zsthetics, etc.; it is therefore adapted to serve as an introduction to his 
musical pedagogic reforms. ‘lhe problem of presenting established facts in 
a concise and clear manner has here been brilliantly solved. 

** MESSRS. AUGENER are bringing out in parts a handy edition of Dr. H. Riemann’s 
* Dictionary of Music,’ translated by Mr. Shedlock, and furnished with additional matter 
by the author, So far as the first instalment goes, the work has been exc: llently done, 
especially in the matter of just allocment of space. Such literary treatises as appesr in 
the great dictionaries of Mendel or Grove do not come wichin the scope of a work lke 
this, but fo the ordinary student the newly issued dictionary wil te of immense vaue, 
and the name of the translator—who may be suspected of having taken more than a 

1 





transiatofs part in the compilation of the English b:ograp sag for 
accuracy and thorough research." Zhe New Quarterly Musical Review, August, 1893. 
London: AUGENER & CO., 86, Newgate Street, E.C., 
1, Foubert’s Place, and 81, Regent Street, W, 
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MUSICAL “KINDERGARTEN” 


Musikalischer Kindergarten BY Ecole enfantine 
von par 
CARL REINECKE 
Piano Solo. Op. 206. Piano Duet 
No. No. 

634 Vor. I. My first Pieces (within the compass of five notes) 6871 
Meine ersten Stiickchen. Mes premiers petits Morceaux. 

6342 Vor. II. Favourite Melodies (within the compass of five notes) 6872 
Lieblingsmelodieen. Meélodies favorites. 

6343 Vor. III. My first Songs .., “on ‘a ws os os 6873 
Die ersten Kinderlieder. 

63434 Sol-fa Edition. Voice part only. Net, 4d. 
6344 Vor. IV. Folk-songs and Dances ... ~ exe 6874 
Stimmen derVilker. Chants nationaux at populaires. Pr. L 
6345 Vor. V do. do. Pr. Il. 6875 
6346 Vol. VI. Telling Fairy Tales ie ane és 6876 
Mirchen-Erzahlen. La diseuse de contes. 
6347 Vol. VII. Musical Illustrations ad iad a +» 6877 
Was alles die Tone erzihlen. Ce que les sons racontent. 
6348 Vor. VIII. Masquerade... pas iv 6878 
Ki inder-Maskenball. Bal seacgels Pe. I. 
6349 Vor. IX. do. do. Pr. Il. 6879 


PIANOFORTE SOLO. 
Price—Each Book, net, 1s. 4d. 


PIANOFORTE DUET. 
Price—Each Book, net, 2s. 6d. 

** The ninth volume of Carl Reinecke’s * Musical Kindergarten’ completes a set of 
works of singular mevit. Designed for the instruction of children i in the art of plaving 
the pianoforte, the system adopted by the eminent composer is not ony attractive but 
highly efficient. So skilfu ly are the lessons arranged tha. pupils feel no tedium whilst 
being led step by step t »war ‘s the at ainment of ,racticil knowledge In the first two 
books they are enter: ained with pretty tunes arranged within the compass of five notes, 
aad in the third with charming little songs with a simple pian forte accompanimest, 
while arrangemen's of na ional songs and dances make up the fourth and fifth volumes, 
On the st dy of this branch of music Schumann's advice to studeats w 1s conveyed in the 
following words: * Listen most attentively o all popular s ngs; they are a mine of t re 
most charming melodies, and afford an insight into the charac’er ot different rations.’ 
That these instructions might be carried out at an early age. the author of * Musical 
Kirdergarte ' h+s provided young s_holars with an arrangement of all the national 
en of Europe, and to these he has # dded a larve number | f representative songs. 

p'ea ure taken by littl folk in ‘ Fairy Tales’ will be enhanced by the playing ofthe 
sprig and suggestive themes compos sed to them; and increasing command over the 

acd w }I attend their practice of * Musical Illustrations * of ramiliar subjects forming 
the Seventh Book, In the concluding volumes the incide its ot a ‘Masquerade’ are 
merrily set forch, After droll passages indicating the confusion «f veices and he tuning 
of instrume: ts, the lively stains commence ia earnest, and with but litde interruption 
continue to animate the cere until the * Midmght March’ is sounded. There are two 
editions of Reinecke’s ‘ Kindergarten,’ the music beiog arranged in the one as a solo 
and in the other asa duet for the pianoforte."--D2ily 7edegraph, October 20th, 1893. 
London : AUGENER & CO.. 86, Newgate Street. E.C, ; 1, Foubert’s Place, 

and %, mae Street, W. 


12 LIBDEPR 


FUR 2 SOPRANE 
MIT PIANOFORTE BEGLEITUNG 
(VOCAL DUETS FOR SOPRANO VOICES), 


CARL REINECKE. 


OP. 237. 


Aucener’s Epition, No. 41194, 
1. Evening (Abendlied). 
2. When the Christ-child comes (Wenn’ Christkind kommt). 
3- Spring Sunshine (Der Lenz ist da). 
4. Farewell to Home (Abschied von der Heimath). 
5. A Carol of Spring (Hell ist ein Lied erklungen). 
6. Butterfly and Bee (Schmetterling und Biene). 
AuGENER’s Epition No. 41194, Book II. 
7. Morning Prayer (Morgengebet). 
8. The Concert of Spring (Frithlings-Concert). 
g. How bright is the Earth and how fair! (Wie ist doch die Erde 
so schén). 
10, The Spring-night’s Glamour (Zauber der Friihlingsnacht). 
11, O take my hand and lead me (Geistliches Lied). 
12. Rosebud, ah, when wilt thou Bloom ? (Rose, wann bliihst du auf%. 


London : AUGENER & CO., 86, Newgate Street, E.C. 
and 81, Regent S:reet, W, 


Book I. Price 1s. net. 


Price 1s. net. 


; 1, Foubert’s Place, 


AUGENER’S EDITION, 


OPERATIC CHORUSES 


ARRANGED FOR FEMALE VOICES, 
WITH PIANOFORTE ACCOMPANIMENT BY 


H. HEALE. 


No. 4191. FAIRY MUSIC from Weber's “ Oberon.” 
Chorus of Elves, “‘ Light as Foot of Fay can fall.” 
Alto. 
Mermaid’s Song and Chorus of Waternymphs, Fairies, and Mermaids. 
Soprano (or Semi-Chorus) and three- -part Cnorus. 
“Spirits of Air and Earth and Sea.” For Alto Solo (or Semi-Chorus) and 


Price Net 1s. 
For 2 Sopranos and 


For 


three-part Chorus. 
No. 4192. GIPSY MUSIC (three-part Choruses). Price Net rs. 
Gipsy March, Dance, and Chorus : ‘ 
, “* Hail Preciosa, Queen of Beauty. wa 
Chorus. ‘‘ The Wood, the Greenwood, and the Brake.” “ Preciosa.” 
Chorus, ‘The Starlets so gladly are shining.” - “ 
Gipsy Chorus. ‘In the Gipsy’s Life you read,” from Balfe’s ‘‘ Bohemian 
Girl.” é 
No. 4193. FOUR CHORUSES (three-part). 
“oO! What | Pleasure the Soft Guitar.” 
Angelus. ‘“ Angels that Around Us hover.” 


Price Net 1s. 


From Wallace’s 
** Maritana.” 


**Sing, Pretty Maiden, Sing.” 

Serenade and Chorus, ‘‘ Fair Wandering Moon,” from Donizetti's “‘ Don 
‘asquale.” 

No, 4148. ‘‘Let’s be Merry,” from Weber's “Oberon.” (Two-part 


Chorus.) Net, 4d. 


London : AUGENER & CO., 86, Newgate Street, E.C.; 
and 81, Regent Street, 


TWENTY-FIVE 


SHORT ORIGINAL 
FOR THE 


1, Foubert’s Place, 





PIECES 
PIANOFORTE. 


1. C. Reinecke. My first Pieces (Idyl, Evening Song, A Sad Moment, 
Short Song). 

2, C. Retnacke. My first Pieces (Ballad, Scherzino, Prayer, Easy 
Dance). 
Guruitt.* March, Op. ror, No, ; 
REINECKE, ‘The Child and the Coen, The Evening Star. > 
Guruitt. Valse noble. Op. 101, No. 14 


KRAUSE. 


Joyful play in the garden. Op. 77, No. 2. 
REINECKE. 


‘Lhe Mill, and Duet ’ 


. LogscHHorN. The Little Postillion. Op. 96, No. 3. 4 
. C. Guruirr. Hunting Song (Jagdstiick). Op. 140, No. 14. 
10. - Paver. The Brooklet. 
tr. A. LogscHHorn. On the Rocking-Horse. Op. 100, No. 4. ) 
12. Reinecke. Gavotte. 
13. Paver. Waltz. 


v~) 
OROPRAPORONN 


Guruitt. Gavotte. 


15. X. ScHARWENKA. March. Op. 62, No. rt. 
16. E. Paver. Dance Song. 

17, H. Hearte. Minuet, 

18 C. Reinecke. Hide and Seek. 

19. H. Hearse. Gavotte. 

20. RK. Schumann. Albumblatt. Op. 68, No. 30, 
21 Paver. Hungarian. 


A Little Dance. 
May, Charming May. 


LOoESCHHORN. 


SCHUMANN, Op. 68. No, 13. 


mime ps 


24. MENDELSSOHN-BaRTHOLDY. 6 Pieces. Op. 72, No. 1 
25. F, MeNnDELSSOHN-BARTHOLDY. 6 Pieces, Op. 72, No. 2. 
Price ts. each. 
London: AUGENER & CO., 86, Newgate Street, 1, Foubert’s Place, W., 


and 8t, Regent Street, 


FAVORITE PIECE 


Arranged and Fingered in a Familiar Style for i 
Pianoforte by 


WILLIAM SMALLWOOD. . 


. La Cascade de Rubis, 
. Gavotte de Louis XV. Maurice Lee. 

. Lily of the Valley. Mazurka. Sydney Smith. 

Gondolina. Barcarolle. Edouard Dorn. 

Air du Dauphin. Ancienne Danse de la Cour. J. L. Roeckel. ’ 
. Happy Thoughts. Caprice ala Valse. Edouard Dorn. 


Morceau. Sydney Smith. 


Qyveynna 


Price 2s. d. each. 
1, Foubert’s Place, 





London : AUGENER & oo 86, Newgate Street, E.C.; 
and 81, Regent Street, W. 








264 THE MONTHLY 





MUSICAL RECORD. 


[November 1, 1893. 





OVELTIES OUVEAUTES 
published on (Nova) publiées 
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